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Abstract
The physically disabled are sometimes viewed metaphorically as fragmented and
disrupting the notion of a self contained body. The view of the disabled body as
fragmented affects the public representation in monuments. Adaptations to traditional
monumental form, such as active movement, contain the perceived fragments. For
example, Terry Fox’s artificial leg is featured prominently in his monuments, which show
his disability without hindering the reception of his heroism; in this sense his monuments
present an unfragmented body. Alison Lapper Pregnant by Marc Quinn emphasizes the
fragment to confront notions of disability and to challenge monumental form. In
Hartheim memorials the fragment dominates perception so that the body is not visible,
and the fear of the fragment is heightened. The exploration of the fragment as metaphor
for the disabled body in monuments is a way into understanding how visual code creates
societal understanding of identity.
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Introduction: The Fragment and Monument Defined
Viewed in itself (an essentializing perspective - but
that is part of the point), a disabled body seems
somehow too much a body, too real, too corporeal:
it is a body that, so to speak, stands in its own way.
From another angle, which is no less reductive, a
disabled body appears to lack something to identify
with; it seems too little a body: a body that is
deficiently itself, not quite a body in the full sense
of the word, not real enough. 1
In this passage, James I. Porter has eloquently stated the challenges of writing
about the disabled body.
Viewed in this way, the disabled body can be equated with the concept of the
fragment. The fragment is at once the pure essence of a thing, something that can stand
on its own to become the object, and, at the same time, the fragment is perceived as
incomplete, less than the whole piece. Through the metaphor of the fragment, this thesis
examines three very different monuments of representations of the physically disabled
body and looks at the manner in which the fragment is incorporated or excluded from
them.
Monuments are made. Choices occur in actualizing a monument: what material it
uses; how it occupies space; and most importantly how it represents the body. The form
of the body and the form given to the disability are negotiated. Three types of monuments
will be discussed: the monument, the anti-monument, and the memorial. In each chapter a
different individual or group of individuals will be discussed, first the monuments of
Terry Fox, the one-legged marathon runner, and hero, of Canada; then the anti-monument

1 James I. Porter, forward to The Body and Physical Difference: Discourses o f Disability, ed. by David T.
Mitchell and Sharon L. Snyder (Ann Arbour: University o f Michigan Press, 1997), xiii.
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sculpture of the beautiful, pregnant, limbless, Alison Lapper, in the U.K.; and last the seethough memorial that displays the remains of victims of the Nazis T4 program, (which
led to the incineration of Europe’s disabled), in Germany. Viewers tend to approach these
monuments differently. Each of them was built under specific and different
circumstances, but they share the problem of presenting and comprehending the disabled
body.
What is a monument? The Merriam-Webster dictionary states that a monument is
a (1) : a lasting evidence, reminder, or example of someone or something notable
or great (2) : a distinguished person
b : a memorial stone or a building erected in remembrance of a person or event
Three things must be present to constitute a monument - the act or remembrance,
the denoting of some person, thing or event that made a great impact, and the physicality
of the monument. Monument has the root of monere, to remind, and memorial has the
same root. Monuments replace a person(s), as their presence stands in to define them, and
as such the person or event becomes condensed and simplified, so that they project a
meaning that society can digest. Although the meaning of monuments can change
alongside evolving cultural and political systems, Lambert and Ochsner note that
nevertheless, “monuments create social spaces by evoking feelings of identity and
belonging.” Monuments are forms that select, consolidate, and project cultural memory
to create ideas of identity. Although memorial and monument are close in meaning if not
exact synonyms and often share the three basic characteristics, the words are sometimes
used to create fine distinctions. One such example was penned by Arthur C. Danto: “We2

2 Quoted in Landina Beola Lambert and Andrea Ochsner (eds.) Moment to Monument: The Making and
Unmaking o f Cultural Significance (New Brunswick: Bielefeld Transcript, 2009), 11.
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erect monuments so that we shall always remember, and build memorials so that we shall
never forget.” Another is attributed to Frank Lloyd Wright in reference to the Jefferson
Memorial. He is quoted as stating: “Instead of a monument I advocated a memorial, the
difference being that the monument saw life a corpse and the memorial saw the spirit
alive, notwithstanding. A monument is no real honour to the dead. It is set up to put
certain people on good terms with themselves [...].” What subtle differences there are, or
are not, between monument and memorial, both deal with a public form of memory, and
for the purpose of this paper monumental form applies both to monument and memorials.
My focus looks right through that level of meaning and is less about what the structure is
doing, and more about how it does it. As such the typical discussions with monuments
such as collective memory, and memory in general, will not play a large part of the
discussion in this thesis. So, although identity politics, that is, questions over what is at
stake in being labelled as disabled, form a backdrop to the argument, such issues will not
be foregrounded here.
\
Monumental form is associated with certain materials such as stone and metal
because these are imbued with permanence and stability. Monuments are often set on
plinths lifting them off the ground, or may simply be large, giving them physical
dominance. Monuments’ relations to space are an important factor in monumental form.
The monument is made more important by locating it next toother important structures
or geographically significant areas. The monument may play with geographic34

3 Arthur C. Danto, “The Vietnam Veterans Memorial,” in The Wake O f Art: Criticism, Philosophy, and The
Ends of Taste, ed. Arthur Coleman Danto, Gregg Horowitz, and Tom Huhn (Reading: G&B Arts
International, 1998), 153.
4 Quoted in Michael Kämmen, Visual Shock: A History o f Art Controversies in American Culture (New
York: Knopf, 2006), 27.
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associations, marking the space as significant due to the presence of the monument.
Though some monuments have no figurative element, generally it is present. As Susan
Elizabeth Hart points out, for monuments in Ottawa (and one would assume in other
places, too), the ongoing popularity of naturalistic figurative sculpture is probably due to
common sense factors: the figurative has a long-standing association with monuments;
such monuments are legible and readily understood; and a viewer finds it easy to identify
with a monument that incorporates figurative work.5
There are few monuments to people with disabilities, most likely because those
with disabilities have been socially excluded, and seldom celebrated, or recognized for
their achievements through monuments, except in rare circumstances. Physical
disabilities that are visible are not often represented openly in the few monuments of
disabled persons. For example, the monument of Franklin Delano Roosevelt (FDR) in the
Washington Mall, when it was first constructed, did not have any visible sign of his
disability - no braces were shown. If he was sitting in a wheel chair it was covered by a
\
cape. The reason given was that in life FDR was not shown in public as disabled. It was
not until public protest from the disability movement that a statue was added that clearly
depicted FDR in his wheel chair.6
Some monuments allude to disability, such as the Helen Keller statue in the
National Statuary Hall at the United States Capitol in Washington, D.C. Here she is
shown with unfocused eyes, her hand under the water pump, the symbolic moment when

5 Susan Elizabeth Hart, “Sculpting a Canadian Hero: Shifting Concepts o f National Identity in Ottawa's
Core Area Commemorations” (PhD diss. Concordia University, 2008), 7.
6Carol Poore, ‘“But Roosevelt could Walk’: Envisioning disability in Germany and the United States,”
Michigan Quarterly Review 2>1 (1998): no page numbers, http://hdl.handle.net/2027/spo.act2080.0037.207
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she learned how to speak. Like FDR, she took great pains in her life, as seen through her
photographs, to appear to have sight. In the monument, her unfocused eyes mark her
disability but only to show her overcoming it through her actions.
If a disability is shown in public monuments, it is done only when the person is in
active motion: the Ray Charles memorial statue and waterfall in downtown Albany GA,
has the blind bluesman looking out over the keys of his piano, hands actively playing,
while his legs are dancing, just as Terry Fox is usually depicted running with
determination (a theme that will be taken up in Chapter One). All are depicted as
overcoming their disability.

7

Active movement counters the visible signs of disability and the viewer sees no
fragmentation. If the figure is static, either the monument does not show the disability, or
if it does, the perception of a fragmented body arises. This appears clearly in Chapter
Two on Alison Lapper Pregnant, by Marc Quinn, that was mounted on a plinth next to
Nelson’s monument, in Trafalgar Square in London, England. The third chapter is of the
body that is not immediately recognized as the body, a body that is literally in pieces and
is known to have been written off as disabled. Here the viewer finds no body, just
fragments and must find a way to make body and narrative. The monuments here are to
the disabled killed by the Nazis including the one in Hartheim Castle, Linz, Austria, and
g

is known in this thesis by its captioned German name, Grabungsblock.78

7 The belief that one must overcome a disability is a problematic, but not discussed here. The expectation o f
overcoming sets up the paradigm o f normal were the person with a disability is either excepted to
normalize them self or patronized when accomplishing an everyday task because “they must have worked
so hard to do that.”
8 (Translation: excavation block.) Brigitte Kepplinger, Gerhart Marckhgott, and Hartmut Reese,
Totungsanstalt Hartheim (Linz: Odla, 2008), 507.
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In art history the fragment is most associated with works from antiquity,
particularly sculpture. The Elgin Marbles, Venus de Milo, and Venus of Samothrace are
some of the most iconic fragments in art history. They are so well known because they
are considered as among the most beautiful examples of bodily form, particularly the
latter two statues of women. A caution on the fragment metaphor is needed before going
further. Disabled people’s bodies are only figuratively fragments, and are not to be
confused with broken pieces of statues. The metaphor is useful for providing insight into
the viewer’s reaction to usual monumental treatments of the disabled body. That said, this
metaphor has been embraced by some contemporary artists who have disabilities
themselves, because it works. Mary Duffy, a contemporary performance artist without
arms, is one. In her photographic series Cutting the Ties That Bind, Duffy stands against a
black background draped in a white cloth, entirely covered. Over the course of eight
images the drapery is removed, revealing her well-formed thighs and legs, bare breasts
and upper body without arms. The last image shows the figure from head to toes
confidently stepping away from the drapery displaying her nude body, in whole. The use
of the drapery reproduces the feel of the Venus de Milo and challenges our associations
of an aesthetic that is ‘without arms’ as broken or incomplete. Duffy writes:
I have been surrounded all my life by images of a culture which values highly
physical beauty and wholeness, a culture which denies difference. My identity as
a woman with a disability is one that is strong, sensual, sexual, fluid, flexible and
political.9
By adapting the form of the fragment in a way that reminds the viewer of classical
antique fragments, Duffy shows our cultural complexities. In Chapter Two, through the

9 Mary Duffy, “Cutting that ties that bind” in Feminist Art News 2:10 (1989), 6-7.
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work, Alison Lapper Pregnant, on the Trafalgar Square plinth, I will delve more deeply
into the fragments of antiquity and will see the issues that are brought to light when it is
used as a symbolic equivalent of the disabled body. Unlike the fragmented statues which
are typically seen in locations associated with works of art, Alison Lapper Pregnant, in
that setting complicates, if not contradicts, received ideas about monumentality.
The fragment, however, is more than the breaking of the body, but is a way of
seeing and perceiving. Lennard J. Davis, is a University of Chicago theoretician who
works at the intersection of language, medicine and disability. He also has coined an idea
he calls “biocultures.”10 His writing on various topics on disability has been important for
my ideas in this thesis. In his article “Nude Venuses, Medusa’s Body, and Phantom
Limbs: Disability and Visuality” he argues that the way viewers (mis)perceive a disabled
body as fragments stems from the Lacannian way we understand our bodies, referring to
Jacques Lacan’s argument that the child’s earliest experience of her body is one of
separate parts and pieces, essentially as fragments.1112Lacan speculates that the infant does
not experience her body as whole, but rather as an assemblage of arms, legs, and
generalized surfaces. These fragments are called imagos because they are “constituted for
the ‘instincts’ themselves.”

The infant then unifies these fragments in a stage he calls

the “mirror phase.” This movement “extends from a fragmented body-image to a form of

10 “Biocultures: An Emerging Paradigm,” University o f Illinois at Chicago, April 2005. Downloaded 24
July 2011: http://www.lennarddavis.com/downloads/CVdavisFall2Q06.pdf
11 Lennard J. Davis, “Nude Venuses, Medusa’s Body, and Phantom Limbs: Disability and Visuality” in The
Body and Physical Difference: Discourses o f Disability, ed. by David T. Mitchell and Sharon L. Snyder
(Ann Arbour: University o f Michigan Press, 1997), 60-1.
12 Jacques Lacan, Ecrits: A Selection (New York: Norton, 1977), 11.
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its totality [...] and, lastly, to the assumption of the armour of an alienating identity.”

13

The mirror phase is where the child (mis)recognizes the reflection of herself as the
unified whole self and by doing so dons an identity, an “armour” against the fragmented
body. Davis uses this Lacannian understanding of the body and applies it to how the
disabled body tends to be understood. Davis writes:
In this sense the disabled body is a direct imago of the repressed fragmented
body. The disabled body causes a kind of hallucination of the mirror phase gone
wrong. The subject looks at the disabled body and has a moment of cognitive
dissonance, or should we say a moment of cognitive resonance with the earlier
state of fragmentation. [...] For Lacan, because the child first saw its body as a
‘collection of discrete part-objects, adults can never perceive their bodies in a
complete fashion in later life.’ [...] The disabled monumental body serves as an
“‘unwanted reminder that the “real body,” the normal body,’ the observer’s body,
is in fact always already a ‘fragmented body.’ The linking together of all the
disparate bodily sensation and location is an act of will, a hallucination that
always threatens to fall apart. The mutilated Venus and the disabled person in
general, particularly one who is missing limbs or body parts, will become in
fantasy a visual echo of the primal fragmented body.131415
The disabled body is seen as broken and ugly, and elicits discomfort, confusion, and
resentment. This discomfort stems from something within the experience of the disabled
\
body as not whole. As Davis states “The element of repulsion and fear associated with
disability results as argued from that repression of the primal fragmentariness of the
body.”16 Somehow the disabled body brings the fear that the viewer’s “normal” body will
regress into fragments. This fear of fragmentation is often expressed as a fear of leakages,
a perception that disabled bodies are not contained; an idea that is explored by Robin
Longhurst a geographer and body theorist that that will be discussed in chapter two.

13 Lacan, Ecrits, 4.
14 Quoted in Davis, “Nude Venuses,” 61. Elie Ragland-Sullivan, Jacques Lacan and the Philosophy of
Psychoanalysis (Urbana, IL: University o f Illinois Press, 1987), 21.
15 Davis, “Nude Venuses,” 61.
16 Davis, “Nude Venuses,” 62.
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Tobin Siebers suggests in Disability Aesthetics that disabled bodies are feared because
they

. .defy normalization, and threaten to contaminate the rest of society.”

Rosemarie

Garland Thomson also makes note of the perception of the leaking disabled body, stating
that disabled bodies are seen as alien. This “other” disabled body is not a body. It is not
“transformed, supple, or unique” but is seen “as violated.”

The viewer in holding this

belief first sees her body as self contained and autonomous, protected and completely
separated from disability “having inviolate boundaries that enable unfettered selfdetermination, creating a myth of wholeness.”

The disabled body is viewed as

fragmented, in a state of movement between becoming something more than, but also
less than whole. The fragment is also connected to leaking and thus can somehow
interfere with the perceived state of a contained body. In this sense the disabled body is
the opposite of monumental bodily form.
I find the metaphor of the fragment to be useful in looking at the way disability is
negotiated in monumental form. By playing up, or playing down, the fragment, the fears
and discomforts that disability brings can be enlarged or minimized. In this thesis, I
investigate the metaphor of the fragment through the monument of Terry Fox, the anti
monument of Alison Lapper Pregnant, and the memorial of Hartheim Castle.1789

17 Tobin Siebers, Disability Aesthetics (Michigan: The University o f Michigan Press, 2010), 61.
18 Rosemarie Garland Thomson, Extraordinary Bodies Figuring Physical Disability in American Culture
and Literature (New York: Columbia University Press, 1997), 45.
19 Garland Thomson, Extraordinary Bodies, 45.
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1

Terry Fox Monuments in Canada
For one hundred and forty three days, Terry Fox ran a marathon a day. He called

it The Marathon of Hope. It was a journey to raise funds for cancer research, a disease
that he was diagnosed with at the age of eighteen (March 1977) resulting in the
amputation of his right leg above the knee, days after his diagnosis. He started his
journey in St. John’s, Newfoundland on 12 April 1980 and was forced to stop 143 days
later just outside Thunder Bay, Ontario, on 1 September 1980 when his health
deteriorated. He soon learned that his cancer had returned. He had run a total of 5,373
kilometres. Though he was unknown at the beginning of his run, by the time he reached
Ontario there were daily reports about his journey in the media, including the now iconic
video of his hop/run that transfixed Canadians across the nation. Fox died at the Royal
Columbia Hospital in New Westminster, British Columbia due to métastasés from his
cancer on 28 June 1981, only one month short of his twenty-third birthday. He was by
then a national hero of enduring proportions.
After the loss of the young Terry Fox, many Canadians felt the need to
commemorate his journey across Canada. How to memorialize him, and in what form
was not clear. One of the first governmental commissions to analyze the best ways of
commemorating Fox was set up in Thunder Bay. The Terry Fox Ad Hoc Committee
Number 18 was formed on September 1980 by Thunder Bay members of the city council,
The Canadian Cancer Society, and some members of the public. Its task was to

11

investigate the best means of formally recognizing Terry Fox’s achievements.

20

The

Thunder Bay Terry Fox Committee was linked, perhaps from its inception, with the
Ministry of Transportation and Communication (MOTC), and particularly its minister
James Snow. On 7 October 1981 Snow publicly announced the proposals for the
development of the Terry Fox Lookout to be located adjacent to Highway 11-17 (part of
the Trans-Canada Highway) approximately 1 kilometre east of Hodder Avenue. The
partnership of Terry Fox Ad Hoc Committee and MOTC resulted in the creation of the
Terry Fox Lookout with its monumental statue of Fox’s likeness by Manfred Pirwitz, on
an equally monumental base by the Ontario Monument Builders Association, all of which
rests on an amethyst studded plinth. This was the first of many monuments to Terry Fox
(fig- 1)-20

Figure 1. Manfred Pirwitz set on a base by the Ontario Monument Association. Terry
Fox Monument. Terry Fox Look Out, Thunder Bay, ON, 1982. Photograph by author.

20 The committee is referred to by different names in various documents: Ad Hoc Committee #3 (20 March
1981, Status Report, 10 April 1981, Ontario Regional Sports Council), or Ad Hoc Committee No . 3 (Terry
Fox) (1 October 1981, Notice Of Meeting, 10 June 1981, Status Report). Ad Hoc Committee No. 18 was
the first name for the committee.

12

Thunder Bay’s Terry Fox Monument was the first monument to be built and this
chapter will examine how its present form came to be. Through an analysis of the
monument’s form two aspects of Fox’s identity will be addressed: his complex
relationship with disability/heroism and the notion of Fox as national hero who connected
Canada. To fully explore these two themes Thunder Bay’s Terry Fox monument will be
examined in relation to the other Fox monuments. I argue that because he did not want to
be seen as disabled and understood cancer as something that could be beaten Fox tends to
be showcased in his monuments as a sports hero. The monuments of Terry Fox allow the
viewer to relate to his body without the fear of acquiring the negative aspects of
disability. Through the association of sport, Fox’s body is metaphorically made whole.
O f all the Fox monuments that will be discussed, most use classic figurative monumental
form.
At present, there are a total of ten monuments to Fox, numerous public buildings,
streets and parks named after him, as well as a statue in Winnipeg that is in the Leo Mol
Sculpture Garden (date unknown to author) (fig. 2).

As for the monuments, there is a

bust of Fox which is part of Winnipeg’s Citizens Hall of Fame in Assiniboine Park (Erin
Brown, 2010) that celebrates Fox as a great Canadian, but is not specifically linked to the
Marathon of Hope (fig. 3). A monument sculpted by Nathan Scott in 2005
commemorates Fox’s completion of the Prince George to Boston Marathon in 1979 (the
marathon is now known as the Labour Day Classic) (fig. 4). This was a test run preceding
his Marathon of Hope.21

211 do not consider this piece a monument as it is part o f another art collection at present, if it is moved to a
separate geographic space, this work to may become a monument although it is only half life size. See my
introduction for a discussion o f the qualities o f a monument.

13

Figure 2. Leo Mol. Terry Fox. Leo Mol
Sculpture Garden, Assiniboine Park,
Winnipeg, MB, date unknown.
Photography by Alex and Ben Arenson.

Figure 3. Erin Brown. Terry Stanley Fox.
Citizens Hall of Fame, Assiniboine Park,
Winnipeg, MB, 2010. Photography by
Alex and Ben Arenson.

Figure 4. Nathan Scott. Terry Fox. Community Foundations Park, Prince George, BC,
2005. Photo by Eddie Bucknell.
The rest commemorate the Marathon of Hope and are located at significant
points, including four places he never reached in his Marathon of Hope: Vancouver’s BC
Place (Franklin Allen architect and Ian Bateson steel engravings in the monument, 1984)
(fig.5), Port Coquitlam Terry Fox Library (George Pratt, 1983) (fig.6), Simon Fraser
University (Stephen Harman, 2001) (fig.7), and Beacon Hill in Victoria (Nathan Scott,
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2005) (fig. 8). The monuments located at points that Terry Fox reached are: Thunder Bay
(sculpted by Manfred Pirwitz set on a base made by Ontario Monument Association,
1982) (fig. 1), Ottawa (sculpted by John Hooper, 1983) (fig. 9), and St. John’s (artist and
date unknown to author) (fig. 10). A certain amount of change is underway. The
monument in Vancouver is being replaced with a design by Douglas Coupland (fig. 11),
the area surrounding the St. John’s monument is being re-landscaped and an additional
figurative sculpture by Luben Boykov is being added (fig. 12).

Figure 5. Franklin Allen (architect) Ian
Bateson (steel work). Terry Fox Memorial.
Terry Fox Plaza, BC Place, Vancouver, BC,
1984. Photograph by Barbara Cole.

Figure 6. George Pratt. Terry Fox. Port
Coquitlam Terry Fox Library, Port
Coquitlam, BC, date unknown.
Photograph by Terry Fox Library, a
member of the Fraser Valley Regional
Library.
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2005) (fig. 8). The monuments located at points that Terry Fox reached are: Thunder Bay
(sculpted by Manfred Pirwitz set on a base made by Ontario Monument Association,
1982) (fig. 1), Ottawa (sculpted by John Hooper, 1983) (fig. 9). and St. John's (artist and
date unknown to author) (fig. 10). A certain amount of change is underway. The
monument in Vancouver is being replaced with a design by Douglas Coupland (fig. 11 ),
the area surrounding the St. John's monument is being re-landscaped and an additional
figurative sculpture by Luben Boykov is being added (fig. 12).

Figure 5. Franklin Allen (architect) Ian
Bateson (steel work). Terry Fox Memorial.
Terry Fox Plaza, BC Place, Vancouver, BC\
1984. Photograph by Barbara Cole.

Figure 6. George Pratt. Terry Fox. Port
Coquitlam Terry Fox Library, Port
Coquitlam, BC, date unknown.
Photograph by Terry Fox Library, a
member of the Fraser Valley Regional
Library.
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Figure 7. Stephen Harman. Terry Fox
Academic Quadrangle. Simon Fraser
University, BC, 2001. Photograph by
Gareth Owen.

Figure 9. Artist Unknown, Terry Fox Memorial
at Mile 0. 1 Water Street. St. John's. NU. date
unknown. Photograph by D. Gordon H.
Robertson.

Figure 8. Nathan Scott. Terry Fox.
Beacon Hill Park, Victoria, BC, 2005
Photograph by Nathan Scott.

Figure 10. John Hooper. Terry Fox.
Wellington at Metcalfe across the
street from the Parliament buildings,
Ottawa. ON. 1983. Photograph by
author.
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Figure 11. Douglas Coupland (Artist) Mauricio
Pommella, David Weir, and Douglas Coupland
(Illustrious). Terry Fox Monument Conceptual Sketch.

Figure 12. Luben Boykov.
Sketch fo r new monument to
be placed where Terry Fox
started his Marathon o f Hope.
St. John’s, Newfoundland.
Scheduled to be unveiled 12
April, 2012.

The monument to Terry Fox in Thunder Bay is now on the other side (north side)
of the Trans-Canada Highway, placed in a park-like setting on the top of a small cliff,
which allows for nice view of the Sleeping Giant and Lake Superior.
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Before, the

monument was closer to the highway, on a grassy plane, with no fence, with Lake
Superior behind (though not as visible as trees obstruct the view). Both locations of the
Thunder Bay Terry Fox monument oriented Fox’s body so that he appears to be running
east to west. As a result of the move from one side of the highway to the other the viewer
is now presented with a different side of the granite base than was visible when the2

22 Part of the Trans-Canada highway, from the Thunder Bay Terry Fox Monument to Nipigon, was
renamed Terry Fox Courage Highway. This honour was bestowed on Terry before the monument was
erected on July 30, 1981.
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monument was first installed. The bronze statue of Fox is more than nine feet tall. His
chin is high, eyes concentrated, fists clenched, bronze beads of sweat on his forehead, his
body lunging forward yet frozen in the middle of his hop/run. He is wearing shorts and a
t-shirt. The bronze statue stands on top of a forty-five tonne granite base carved with all
the provincial coats of arms that he received as honours, and a map of Canada. The very
bottom of the base is studded with amethyst (fig. 13).

Figure 13. Details of Amethyst base which supports the granite base by the Ontario
Monument Association. Terry Fox Monument. Thunder Bay. Photograph by author.

Terry Fox said the idea to run across Canada was sparked by an article in
Runner’s World, “One Leg Does All the Work,” which featured Dick Traum, an
amputee, who ran the New York City Marathon. There were some other talented athletes
with disabilities, including Canadians such as Amie Boldt, a world class high jumper
who had one leg. But when Fox began his Marathon of Hope, the disability movement
was just beginning to be taken seriously in Canada and the world. For example, the
United Nations declared 1981 as the International Year of Disabled Persons and, at the
time, many accomplishments of persons with disabilities were little known and
underrated. It was not until the late 1990s that athletes with physical disabilities became

18

well-recognized in Canada. The 2000 Paralympics in Sydney Australia was

. .the first

time Canadian athletes competed before record crowds of sports-mad Australians, and
were featured in stories in the national media.”

23

In short, this leads me to argue that

Terry Fox was one of the earliest and most influential figures to draw attention to
Canadian athletes with disabilities.
A crucial part of Terry Fox’s public image was of a man who had a disease
(cancer) and a disability (one leg).

24

Who is disabled and what is a disability is seldom

clear, and understanding Terry Fox’s associations with any notion of disability is
particularly complicated. He did not see himself as disabled, but instead as a person who
could and would overcome any limitations (including physical ones), that could be seen
as disabling, just as he was determined to overcome cancer. In his letter asking for
support from the Canadian Cancer Society he said he wanted to “meet this new challenge
head on and not only overcome my disability, but conquer it in such a way that I could
never look back and say it disabled me.”

25

Fox’s optimism about the loss of his leg not

limiting him did not blind to him the fact that the Society had a different conception of
his bodily limits. Fox was frustrated when a newspaper said he should have gone to the
hospital when his leg was bleeding, and insisted he knew his own body and its limits
better than anyone else, responding to reporters “Maybe that’s why I’ve made it as far as
I have —2,521 miles. If I ran to a doctor every time I got a little cyst or abrasion I’d still2345

23 Eric Morse, “High Jumper Arnic Boldt: 1.96 Meters on One Leg,” in Canada: Our Centuiy in Sport:
1900-2000, ed. Dave Best (Markham: Fitzhenry and Whiteside, 2002), 124.
24 Karen Ann Christiuk, “Portrayals of Disability in Canadian Newspapers: An Exploration of Terry Fox”
(MA diss., University of Manitoba, 2009), 9.
25 “Terry's Letter” Terry Fox Foundation Web Site, http://www.terryfox.org/Foundation/Terrys_Letter.html
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be in Nova Scotia.”

26

He ran twenty-six miles that day. His parting shot was: “Not bad

for a guy who’s supposed to be heading for the hospital.”

By cultivating a persona of an

athlete Fox attempted to side step his association with disability.
The loss of his leg was the only thing that marked Terry Fox as disabled. Apart
from that, he could be considered physically attractive: “[h]e had a handsome face,
perfect teeth, and curly hair.” But “he had only one leg. His right leg was a stump,
amputated six inches above the knee, and attached to it was a prosthesis, an artificial leg
consisting of a fibreglass bucket with a steel shank. His left leg was taut and muscular.”

28

He also was a cancer survivor. Cancer was a disease that was symbolically
charged, and a person who was diagnosed has to contend with its associations. Though a
disease and not a disability, Susan Sontag’s book Illness as Metaphor (first published in
1978) argues that society invariably codes and makes judgments by type of illness. She
discusses how cancer in literature was metaphorically seen and used as an invasion, a
war.

This war is a war of the self against the self, and was as such somehow attached to

the willpower of the patient to fight.

Disease, like disability, was coded as an

insufficiency that could be fought with will power and potentially overcome. Though this
view of cancer has changed, perhaps in part of Fox’s fight and loss against cancer, the
Sontag’s book presents views contemporary to Fox’s first diagnosis of cancer. The
metaphor of cancer as a fight was picked up by Fox, as not only was the Marathon of
Hope meant to raise funds for cancer, but also to give those afflicted with the illness a
reason to fight, which could be seen as a perpetuation of the belief in will power as the
means to end cancer.2678930

26 Leslie Scrivener, Terry Fox: His Story (Toronto: McClelland & Stewart, REV edition 2000), 140.
27 Scrivener, Terry Fox, 140.
28 Scrivener, Terry Fox, 4.
29 Susan Sontag, Illness as Metaphor ( New York: Farrar, Straus and Giroux, 1978), 64-5.
30 Sontag, Illness as Metaphor, 57.
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The belief that will power and positive thinking could cure cancer was a powerful
narrative that was already accepted in popular culture, if one is to agree with Sontag’s
analysis of cancer in Illness as Metaphor. In turn, this feeds into a belief that beating
cancer could make one a hero. In the introductory chapter of Bill Butler’s book The Myth
o f the Hero, a ‘hero’ is described as a man (although the term can be applied to a
woman), who is endowed with great strength or ability. The hero is often imbued with
characteristics of a warrior, who is admired by others for his great deeds. He is also a
leader, particularly in times of crisis. The hero is capable of “things which we are
completely incapable of doing ourselves.”3132These things describe heroes from antiquity,
whose qualities have come to represent the archetype of heroes today. Now, as in the
past; “All heroes are cultural heroes. Which is to say that the purpose of the hero is to
benefit the culture in whose myths he lives [...]”

Fox’s run was viewed as a battle

against cancer, which was in turn seen as an attacking force that he and others were
responsible for fighting.
Fox was also trying to be a leader, inspiring not only people with cancer to
continue to hope, but also the general population to believe that they too could actively
contribute to the fight against cancer. He was ripe to become a hero, and did so by
becoming an athlete who could bring hope to those with cancer.
In western society, athleticism is a marker of high-achieving white males and
athletic pursuits are thought to discipline the body and mind. This idea comes from
Victorian times when head masters of public schools in Britain placed sports above

31 Bill Butler, The Myth o f the Hero (New York: Rider & Co, 1979), 5-6.
32 Butler, The Myth o f the Hero, 6.
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academics, believing it fostered more of the skills required for men to be morally worthy
citizens.33 Sport required a disciplined body, unrelenting effort, being an endeavour to
which the individual must completely submit himself.34 Athleticism does not always
escape the negative associations of disability, as the athlete must be seen to act with the
positive qualities attributed to him or her. Pappous states that there is still a tendency in
sport to show disabled athletes as sentimental objects, and “[djespite the fact that the
motto of the International Paralympics Committee is ‘Spirit in Motion,’ many editors
depict the emotions of the Paralympic athletes (athletes with tears in their eyes, crying,
etc.) rather than strong action shots, thus reinforcing the stereotype of disabled people as
fragile, delicate, and oversensitive.”3536Despite Fox’s well known determination,
perseverance, and concentration, people were still struck by the sight of him. It was often
noted that when people would “turn to watch ... their expressions showed astonishment
and then admiration. It was clear what they were thinking: He's running with only one
leg. How can he do it?

Though his artificial leg was visible and, to a certain extent,

controlled his body, Fox also used other parts of his body, particularly his face to show
that he was an athlete achieving his goals. The perception of a lack of bodily control is a
particular marker of disability that will be examined throughout this thesis in reference to
the notion of the fragmented body, the individual pieces of it seen first and then either
made whole or else left in their individual fragmented parts.

33 Roger Horrocks, Male Myths and Icons Masculinity in Popular Culture (London: Macmillan Press Ltd,
1995), 149.
34 Horrocks, Male Myths and Icons, 148.
35 Quoted in Ian Brittain, The Paralympic Games Explained (New York: Routledge, 2010), 78. A.
Pappous, “The Photographic Coverage o f the Paralympic Games” (paper presented at the Third Annual
International Forum on Children with Special Needs “Sport and Ability”, Shafallah Centre, Doha, Qatar,
20-22 April, 2008).
36 Scrivener, Terry Fox, 6.
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Terry Fox had to submit himself completely to the cause of raising funds for
cancer research, and most certainly disciplined his body to the point where he apparently
did not feel pain. He told a reporter that he still felt pain, but chose to ignore it; “Usually
the pain came in different stages. A lot of times the very beginning is the hard part. You
have to take the first fifteen or twenty minutes to get warmed up. Then you get over a
pain threshold. That's what I did a lot. You'd still have the pain and blisters, and
sometimes it would get a little worse and then not so bad again, but it never was
unbearable.”37 This stoicism was made in to part of his persona. A newspaper reporter
noted: “He felt the cold. He was used to that, too. He could run in rain and bitter wind, he
could run uphill and down, he could run a hundred days in a row without taking a break.
He'd become strong and used to pain. He could run under any conditions. His inner
strength matched the strength of his body.”38 This quote is particular interesting as his
athletic achievements are linked to inner strength, echoing Victorian sentiments that
sports tested the character of a man.
When Fox’s run was documented, the most iconic photos were of him running.
His face was in a grimace, eyes looking straight ahead in absolute concentration, his
hands tight in fists, his body sometimes slightly twisted on the top because his weight
was distributed differently in order to run. In a recent series of articles in The Chronicle
Journal entitled “Terry... in Your Words” people were asked to write about how they
remembered him. James Harvey Gallant mentioned that his father took a photograph of
Fox in Thunder Bay and when he looks at the photo he thinks of pain; “I look at that

37 Scrivener, Terry Fox, 57-58.
38 Scrivener, Terry Fox, 8.
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photo today and I am simply astounded. For the look on Terry's face was a haggard one,
and I think of the immense pain Terry endured.”

Though this photograph was at the end

of the run and of him standing still, many of the photographs of Terry Fox in motion,
even the earlier ones, share this look.
The iconic look, the grimace, was adopted to represent Fox’s grim determination
in the Thunder Bay Terry Fox monument (fig. 14). The pamphlet originally printed by
the Ontario Ministry of Transportation and Communication, cites one of the reasons for
building the monument was to celebrate how “Terry Fox inspired an entire generation of
Canadians with his determination and devotion. And it was through his strength and
commitment that he united Canadians as they have never been united before.”3940 This
linking of determination, devotion, strength, and commitment are all words that describe
the ideal athlete. The grimace, and the toughness that it depicts were also seen as signs of
Canadianness. One person sums this up perfectly: “He was our hero. He was one of us - a
true-grit Canadian.”41 Fox’s relation to the idea of Canadians and nationalism will be
discussed later.

39 James Harvey Gallant, “I think o f the immense pain,” The Chronicle Journal, September 25, 2005, C3.
40 Ministry of Transportation and Communication re printed by Tourism Thunder Bay, Officially Dedicated
June 26, 1982, no page numbers.
41 Scrivener, Terry Fox, 228.
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Figure 14. Details of Terry Fox’s face, up turned, with bronze beads of sweat, eyes
focused in the distance. Pirwitz, Terry Fox Monument, Thunder Bay. Photograph by
author.
Fox shaped himself, and later the general public, in the persona of the male sports
hero, who had discipline and control over his body, thus circumventing many of the
associations with his prosthetic leg that could trigger thoughts of disability. But the same
marker of this persona, the focused look of determination that was captured in so many of
the monuments and iconic photographs, also marked his disability. Cultivating a sports
persona was no easy task because sport is tied up with the performance and control of the
body, and Fox’s artificial leg was arguably out of his control. His gait was changed. The
right prosthetic leg did not advance as fast as the left, forcing a change in the way he ran,
taking two steps with his left leg for every one of the prosthetic leg. This gave the
appearance of a hopping motion. Some called it the Fox Trot.42 The awkwardness of his
gait led some observers to think his purpose was to walk across Canada, a mistake that
frustrated Terry Fox and which he was quick to correct, saying: “Some people can’t
figure out what I’m doing. It's not a walk-hop, it’s not a trot; it’s running, or as close as I

42

Scrivener, Terry Fox, 7.
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can get to running, and it’s harder than doing it on two legs. It makes me mad when
people call this a walk. If I was walking it wouldn’t be anything.”434This distinctive gait
is captured in all the monuments to Fox’s Marathon of Hope, and the next monument to
be built, the one in Vancouver by Douglas Coupland that is replacing an existing
monument (fig. 5) is going to focus on this motion to a greater extent than any other
sculpture by depicting individual frames of motion - a stop motion sculpture (fig. 11).
The four sculptures dissect Fox’s bodily motion, but also encourage viewers to use their
imagination to make the motion whole again. This proposed monument to Terry Fox
encapsulates the oscillation between fragments and whole and is important in the
negotiation of disability in many monuments that deal with it.
More gruesome and difficult for viewers to reconcile than the loss of the body
part was the bleeding from the site of amputation. Not only did Terry Fox have to adapt
his method of running, but the prosthesis chafed his stump, regularly causing it to bleed.
The leaking of body fluids stirs fear and revulsion in many observers, more so than the
notion of an uncontrolled and uncontained body.

None of the monuments of Fox

explicitly highlight this ‘inappropriate leaking.’ The only bodily discharge seen is sweat,
as in the case of the bronze beads of sweat on the Thunder Bay monument which do not
stand out and mark the statue as much as his previously discussed grimace (fig. 14).
Terry Fox’s goal was to raise money to conquer the disease of cancer, but his
physical act of running is the primary focus of most monuments to Terry Fox (and will be
the focus of all with the replacing of the Vancouver monument and the addition to the St.

43 Scrivener, Terry Fox, 113.
44 A more detailed discussion o f this fear follows in the next chapter on Allison Lapper‘s pregnant body.
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John’s monument). The exception to showing movement is the bust in Winnipeg, as by
their form busts do not show movement, but this was a form dictated by the location. The
bust shows Fox smiling, not with his determined grimace. The Prince George monument
does not show movement nor does it depict his grimace (fig. 15). It is important to note
that this monument was erected to mark the start of the first marathon he ran, the one that
was from Prince George to the Boston Marathon (so called as the winners qualify for the
Boston Marathon), presumably done before he “developed” his grimace of determination.

Figure 15. Close up of Fox's Face, note the grin and the static stance of the pose. Scott,
Terry Fox, Prince George. Photograph by Angela Mclnnes

The focus on his physicality is noted particularly in the Ottawa Terry Fox
monument, which is situated near other Canadian heroes in what is called the ‘Path of
Heroes,’ designed to broaden Canadians’ “awareness and appreciation of these heroes
45

and, in the process, add a rich dimension to [the] capital.” It is noted that most early
monuments in this “path” try to capture a cerebral idea in a still body, and that the “Terry45

45 Quoted in Hart, Sculpting a Canadian Hero, 178. Letter from Sheila Copps to Alfonso Gagliano, M.P.,
30 April 1998. NCC file 1722-4-9.
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Fox monument shifts the emphasis to the physical and pushes the cerebral/spiritual into
the background.”4647This movement towards depicting action is part of a modem trend
charted by Susan Elizabeth Hart in her dissertation on Ottawa's Core Area
Commemorations; part of paradigm shift where bodies of difference that previously were
excluded are now celebrated.

Particularly important here are the physical signs of Fox’s

discipline, a new hyper form of discipline that in itself was able to become Fox’s marker
of heroism.
As he ran, he passed from obscurity to heroic achievement in Canada’s eyes. He
was marked as a young man that all Canadians could look up to. A typical headline in
newspapers after his death was: “He gave us a dream as big as our country.” A 1999
survey declared him to be Canada’s greatest hero.48 His story is included in books on
Canadians who became world sports heroes such as Heroes with Heart: Canadian
Athletes You Can Look Up To. Even before his death, there was a sense that he was a
national hero. On July 9, 1981, a couple form Pickering, Ontario, John and Edna Neale,
waited for hours to see Fox run by. When they finally saw him, they said, “He was just
what was needed to give us a little pride in our own people, the same kind Americans
have in abundance.”49 Fox was seen as someone who was defined not just as a hero, but
as a Canadian hero. By running from east to west, his flight path alluded to the
nationalism that he was claimed to foster. Fox also thought that running across the whole
country was important. At one point in the run, a reporter accused Fox of not running

46 Hart, Sculpting a Canadian Hero, 180.
47 Hart, Sculpting a Canadian Hero, 4.
48Steve Proctor, Dahlia Reich, and Beverley Ware. Heroes with Heart: Canadian Athletes you Can Look
Up To (Toronto: Winding Stair Press, 2002), 19.
49 Scrivener, Terry Fox, 122.
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across Quebec, but instead simply running laps around Montreal to complete the distance.
This was reported as hurting Terry Fox, leading him to comment: “It was very
disappointing; it’s not because they're French and we're English. Anyone can get cancer.
I’m running across Canada, and Quebec is a province in Canada. With me, it isn’t a
political or a racial thing. It's just a human thing. Cancer can strike anybody. I’m trying to
help out everybody in my run. In one stretch of Quebec, we collected thirty-five dollars
while I ran one hundred miles.”50 He would run across Quebec even if he did not raise a
lot of money there.51
The national aspect of the run was important not just to Fox, but to those who
built the first monument in his honour. This national aspect of the run was highlighted by
having each of the provinces’ crests carved on the granite base and a map of Canada on
the flat table of the base of the Thunder Bay monument. In this respect, the monument
portrays Fox perpetually running across a Canada that is supported by each province. The
deliberate orientation of the monument with Fox running west towards the coast, as he
did during his run, sets the standard for later monuments to the runner. In the Ottawa
monument this can be clearly seen as the orientation of the statue is not parallel with the
sidewalk, building, or tiles on the ground (fig. 10 shows this clearly). It is worth stressing
that the Thunder Bay monument is the only one that makes such explicit references to the
national characteristic of his run through the map of Canada and the provincial crests.

50 Scrivener, Terry Fox, 97.
51 Fox’s reputation in Quebec has improved at least anecdotally as Terry Fox runs are now held in many
parts o f Quebec, and a least three schools carry his name in the province, one in Saint-Hubert, another in
Laval, and one in Pierrefonds.
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Perhaps this is because as the legacy of Terry Fox develops there is a move away from
the national qualities of his actions, to a more physical emphasis.
Part of the explanation for the explicit references to the country and the provinces
lies in the fact that most of structural and metaphoric references in the Thunder Bay
monument were chosen by the Ministry of Transportation and Communication. They
approved the maquette, and decided the base should be made out of granite and carved by
the monument association. Thunder Bay had little say about the monument, apart from
the Terry Fox Committee suggesting that amethyst be used on the bottom of the granite
base (fig. 13). Amethyst is local to Thunder Bay, an association that would be known to
tourists and locals in the area.

The monument in St. John’s is made from local rock and

is meant to represent ships, again adding a local spin to Fox’s run.

53

As suggested earlier many of the monuments are located in places significant to
the Marathon of Hope. When interviewed, Fred Fox, Terry’s eldest brother and current
head of the Terry Fox Foundation, mentioned that monuments are located only in places
of importance to Fox’s run and that they have refused requests to approve monuments if
the location was not significant to the understanding of the Marathon of Hope and the
Terry Fox story.525354
Yet, despite Fred Fox’s observations, the Thunder Bay monument is not placed in
the actual location where Fox was forced to stop his run, but instead symbolically

52 Terry Fox Lookout - W.P. 166-81-01 Minutes M.T.C./City o f Thunder Bay Meeting November 27, 1981.
#180.113 City Council - Special Committees Ad Hoc-Ad Hoc 3-1981 - Terry Fox (year 1982) location Thunder Bay Archives, TBA 5186-04.
53 “Monument marks Fox's 'Marathon o f Hope',” CBC, Tuesday, April 12, 2005,
http://www.cbc.ca/news/canada/story/2005/04/12/terryfox-monument050412.html
54 Phone call between Fred Fox and the author April 12, 2011.
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suggests this point. Instead the site was selected primarily for its scenic qualities. As the
location was only symbolically connected to the end of the Marathon of Hope, the city of
Thunder Bay was able to move the monument from the north side of the Trans-Canada
Highway to the south side in 1993. This was done because it was felt that there was not
enough parking at the original location, which was also a less than optimal highway exit
with no turning lane that was difficult to monitor and thus vulnerable to vandalism.
Unfortunately, however, even with the move to the new location, there have still been
problems with vandalism. When the monument was first opened to the public, a CBC
reporter described it as a shrine that even silenced children.55 Yet, by the mid 90’s there
were a significant number of newspaper reports of vandalism to the monument everything from a cigarette being stuck in Fox’s mouth to his left hand being sawed off,
and an attempt was made on his head as well.56 The move allowed the city to create a
park-like setting for the monument, a dedicated turning lane for ease and safety of access,
and also a gate so that the monument could be locked at night. Despite all these positive
modifications, when the government consulted the public, there was an underlying fear
that the monument was being commercialized as there was a tourist information building
situated less than 20 meters from the statue. Fences were also put up around the
monument, which gave rise to fears that the new site would not greatly increase access to

55 CBC Radio Pamphlet "Tribute to Terry Fox” (CBC 1982), no page numbers. Thunder Bay, Brodie
Resource Library, Terry Fox Clipping Fill.
56 Phil Andrews, “City weighs Terry Fox Proposals: Monument need Protection from Vandals,” The
Chronicle Journal, March 30,1996. Phil Andrews, “Council deals with 'litany o f horrors' [Terry Fox
Visitor Information Centre],” The Chronicle Journal, February 27,1996, A4. Julio Gomes, “Sculptor
supervises repairs to Terry Fox monument” The Chronicle Journal, Friday September 13, 1996, A1. Toblin
Lambie, “Visitors, vandals bear blame for sad state o f tourist sites,” The Chronicle Journal, Tuesday
October 3, 1995, A5.
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those with disabilities.

SI

The move also changed the orientation of the monument. To

keep Terry Fox running to the west, the primary viewing position moved from that of a
public situation open to passersby on the highway to a private encounter on foot, with the
possibility of visitors having to pass through the Thunder Bay Tourist building. This shift
from a public to private primary vantage point allowed for a more intimate encounter,
and better highlighted the monument’s connections to Thunder Bay because it showcased
the geography of Thunder Bay, such as a better view of the Sleeping Giant. There was
some cynicism seen in comments from town hall meetings that by locating the monument
closer to the tourist office that Thunder Bay was inappropriately capitalising on its
associations with Fox. As it is presently placed, the viewer has to simultaneously
negotiate the national and the local references.
The materials used in the monument are not only indications of the locale, they
are also intrinsic to the monumentality of the work. The Fox family is mindful of the
mediums used to represent Terry Fox. Last year they received a request to approve a
wooden sculpture in the likeness of Fox. It was turned down because the material was not
perceived as imbued with monumental qualities.

Bronze and fine stone, as well as being

costly, is a medium that requires great skill and demonstrates artistry have traditionally
been used in monuments, adding to their sense of rarity and value. It is no coincidence
then, that all of the monuments to Fox employ materials that resemble either bronze or
stone.57*

57 McCormick Rankin & Associates Limited. “Environmental study report: four-laning o f the Thunder Bay
Expressway from Balsam Street 8.7 km easterly to Highway 527 including interchanges at Hodder Avenue
and at the Terry Fox rest area” (Toronto: Ministry o f Transportation, 1992), appendix o f comments by the
public.
8 Phone call between Fred Fox and the author April 12, 2011.
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To mark the importance of a monument, one must consider the materiality, as
well as the physical presence of the monument in its location. There are three ways that a
monument creates prominence: “first, by its size and height, i.e., mounted on a tall base
or located on an elevated site; second, by the extent and character of its spatial envelope,
i.e., it either commands a large space or is the focus of the space; and finally, by the
potency and visibility of its location.”59 The Thunder Bay monument has a larger than
life sculpture of Fox as well as an impressive base. The monument is made central, with
all paths leading towards it, and landscaping such as trees creating a semicircle around it
that further highlight its presence. It is also situated on a cliff so it can be seen as an
abstraction from afar, inviting the viewer to make a closer inspection.
The realistic depiction of Terry Fox is also very important since many of the
monuments were created from pictures of him. Monuments are perceived as more serious
and meaningful when the human form is used because “the human figure is represented
as more realistic, more significant - more heroic.”60All of the monuments to him have a
figurative element, including the highly controversial and unpopular monument to Terry
Fox at BCE place in Vancouver. Even this has an image of him carved into a mirrored
surface, though it is not easily visible, since, in order to see it, the viewer must walk
through the arches of this post modem remake of the triumphal arch, a classical form
from antiquity. One might think that this Vancouver monument would be embraced
considering the importance of the traditional materials and the monument’s permanence
and prominent location. Critics, however, felt its postmodern re-interpretation was

59 Hart, Sculpting a Canadian Hero, 158.
60 Hart, Sculpting a Canadian Hero, 8.
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pretentious. One also suspects that the lack of a fully explicit figurative representation
was problematic. The fact that this monument and the St. John’s monument, which do not
have a three dimensional corporeal representation of Terry Fox, are being modified to
include one in the near future indicates that the physical body of Terry Fox is now felt to
be the central element in the story told by monuments about the Marathon of Hope.61 The
St John’s artist Luben Boykov discussed with the host of “On the Go,” a CBC radio
program, how the representational aspect of the monument was important to the Fox
family. Boykov, however noted that he added a symbolic element of a wave, as the artist
is well known for his abstract works. This was to show both literal wave of the ocean that
Fox dipped his foot in, but also a symbolic wave - a wave of hope indicating the psyche
of Canadians moving in front of him.
The body in motion, the body in and out of control, the body in pain and the
triumph over that pain, must all be encapsulated. The national/provincial yet personal
representation is embedded in the corporeal representation by directionality or facial
expression. The depiction of Fox has been similar in so many of the monuments because
of the need to include all of these things. Many of the sculptures portray Terry Fox
moving forward triumphantly. There are other commonalities. As noted, many are
oriented so that he appears to be running east to west. Many are made out of local
material or materials that are significant to the area, and all of the monuments have at
least some figurative aspect to them. All of these qualities are present in the Thunder Bay
monument, and so one could be led to think that this monument paved the way for others

61 As noted previously the Vancouver monument is being tom down and replaced with a multi figurative
sculpture o f Fox.

34

to follow, but this is not the case. Although the Thunder Bay monument to Terry Fox was
dedicated and erected almost a year before any other monument was in place, many other
artists had already begun to create tributes to him.
Research in the Thunder Bay archives shows that the first proposal for a
monument came from the Member of Parliament for Thunder Bay, who drew a comically
simple arrow, which would mark the spot of Terry Fox’s last mile (fig. 17).

Despite its

shortcomings this idea does represent directionality through the pointing arrow, and also
movement through citing the number of miles run. Another suggestion was for an eternal
flame using the metaphor of a guiding light.

But both suggestions lack all the

important characteristics for understanding the Terry Fox story that are found in other
monuments. When solicited, many people suggested that something be placed where Fox
ended his run. Some, including the city, supported an idea of a crane being built.626364 This
plan was abandoned when the Fox family said that form was not an appropriate way to
commemorate Terry Fox.65 One person, commenting in responses to public solicitation,
said that there should be nothing else to commemorate Fox as enough had already been

62 October 8, 1980. Jack Masters, M.P. to Ms. Shirley Trotter. File #180.109 City Council - Special
Committees Ad Hoc- Ad Hoc 18-1980 - Terry Fox (year 1980) location - Thunder Bay Archives, TBA
5122-05, Thunder Bay Archives.
63 August 28th, 1981. Ms. Helen Green to City Clerk. Thunder Bay Archives, 82 180 113.
64 Mr. & Mrs. M. Stevens - Mr. & Mrs. J. Chambers - L. Wahl, to Terry Fox Committee from the request
for public suggestions as solicited in Chronicle Journal, Times News, and Lakehead Living. File # 180.109
City Council - Special Committees Ad Hoc- Ad Hoc 18-1980 - Terry Fox (year 1980) location - Thunder
Bay Archives, TBA 5122-05
65 March 10th, 1981.” “Hoc Committee No. 3 (Terry Fox)” J. E. Anderson, Deputy City Clerk, to Mr. J. A.
Besharah, File #180.109 City Council - Special Committees Ad Hoc- Ad Hoc 18-1980 - Terry Fox (year
1980) location - Thunder Bay Archives TBA 5122-05.
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done.66678The arrow and the eternal flame were never built, nor were the other suggestions
such as the Black Granite Memorial Obelisk.

67

Another artist, Claude Roussel, suggested

a three dimensional corporeal representation of Fox, but that came to nothing.
f t'i IV r}\
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Figure 16. Jack Masters’ suggestion for
Terry Fox Monument in Thunder Bay.
Thunder Bay Archives 80 180 109.

Before the Terry Fox committee had heard from the Ministry of Transportation
and Communication that Manfred Pirwitz was going to build the monument in Thunder
Bay, some newspaper articles came to the attention of the committee. The article (now
only a typed transcript in the Terry Fox files in the Thunder Bay archives) suggested that
Canadian sculptor George Pratt would have liked to erect the statue, once finished in
Thunder Bay. Pratt stated that he wanted the statue to be over 2 meters high, and in order
to finish his monumental project it would take 6 apprentices more than 75 days to
complete, and cost about $40 000. By the time the article was published, he had already

66 Name not given to Terry Fox Committee from the request for public suggestions as solicited in Chronicle
Journal, Times News, and Lakehead Living. File #180.109 City Council - Special Committees Ad Hoc- Ad
Hoc 18-1980 - Terry Fox (year 1980) location - Thunder Bay Archives TBA 5122-05 .
67 July 1, 1981 MR E. E. Jackson to Mayor Jean Drapeau (Montreal). File #180.113 City Council - Special
Committees Ad Hoc-Ad Hoc 3-1981 - Terry Fox (year 1982) location - Thunder Bay Archives, TBA
5186-04.
68 July 10, 1981. “Proposal for a Terry Fox monument” Claude Roussel to Mayor o f Thunder Bay ect al.
File #180.113 City Council - Special Committees Ad Hoc-Ad Hoc 3-1981 -T erry Fox (year
1982) location - Thundery Bay Archives TBA 5186-04.
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opened a trust account to collect funds.

69

There is a newspaper clipping that shows Pratt

and an assistant, Jonny Noxon, holding up a cartoon to a block of marble (fig. 17). From
this image we can see that Pratt was interested in capturing Terry Fox in motion, with his
iconic grimace, in a photorealistic way.

Figure 17. George Pratt and an assistant, Jonny Noxon, holding up
m
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a cartoon to a block of marble. Canadian Press Photograph.

To conclude then, I would stress that any monument that leaves out Fox’s body
does not show his struggle. This is so, even though his struggle was ultimately against his
body. And it was a body that the public had to contend with in pieces or fragments that
they could never quite put together. This factor certainly contributes to the awe in which
he is held. That someone with less than a whole body could do what he did is never fully
reconciled, and that is why Terry Fox is particularly fascinating to the public. The sheer
improbability of him succeeding is also what elevates him to the status of hero in the
minds of many. But not everyone who views him as a hero focuses on his fragmentation69

69 Received by committee May 21, 1981, stated to be a news report - no other information given. File
# 180.113 City Council - Special Committees Ad Hoc-Ad Hoc 3-1981 - Terry Fox (year 1982) location Thunder Bay Archives, TBA 5186-04 .
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or disability. Rick Hanson is a case in point, as can be seen from his insightful quote in
Leslie Scrivener’s book on Terry Fox:
“You can choose the way you look at your life,” says Hansen. "You can classify
yourself as a victim and let the disease take over, or you can shape it and use it to
enhance and improve your life. It's the choice Terry made. He said, ‘I choose to
win, to make something of my life.’ By the time Terry started running, he had
left those days when he felt humiliated to be seen without his wig far behind him.
He was comfortable with himself, Hansen says. ‘He saw himself as whole.
Everyone who met Terry could see that: they didn't see disability, they saw
ability. He turned it around completely. What was perceived as a limitation
became a great opportunity. People with disabilities started looking at things
differently. They came away with huge pride.’ (my emphasis)
The assertion of wholeness is an interesting choice. Hansen suggests that some
members of the public saw Terry Fox as not whole. It is through the public’s perception
of the fragmented body that the observer enters the visual depictions of Fox and comes
out seeing the whole of him, not just the body, but also the struggle to achieve his goals
that made Terry Fox a Canadian hero.70

70 Scrivener, Terry Fox, 227.
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Alison Lapper Pregnant Anti Monument in Trafalgar Square
Through their visual presence monuments traditionally act as mediators of history

- specifically histories constructed by those in power. In this sense monuments legitimize
power and enforce that power visually. As Malcolm Miles contends,
Monuments are produced within a dominant framework of values, as elements in
the construction of a national history, [...] they suppose at least a partial consensus
of values, without which their narrative could not be recognized, although
individual monuments may not retain their currency as particular figures fade in
public memories [...]. As a general category of cultural objects, however,
monuments are familiar in the spaces of most cities, standing for a stability which
conceals the internal contradictions of society and survives the day-to-day
fluctuations of history. The majority in society is persuaded, by monuments
amongst other civil institutions, to accept these contradictions, the monument
71
becoming a device of social control less brutish and costly than armed force.
Monuments of Terry Fox, as described in the last chapter, work with monumental form to
show the importance of Fox’s run, and for governments who commissioned the Thunder
Bay monument a way to show the unity of Canada.
Recognizing how monuments create stories that represent the dominant power
\

structures creates the possibility of using this form to critique the power structure that it
maintains. To create an anti-monument the conventions of the monument, such as the
focus on impermeable and indestructible materials, large forms that dominate space,
settings that connote power, and representations of the body in control (typically a stable,
unmoving, dignifiedly clothed body), would be subverted. Some elements are adopted so
the viewer recognizes the subversion. By creating an anti-monument the viewer calls into
question the status quo, and the assumed power that is projected by monuments.71

71 Malcolm Miles, Art, Space and the City: Public Art and Urban Futures (New York: Routledge, 1997),
58.
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Marc Quinn’s practice plays with “coded” form, materials, and location. In one
of Quinn’s most public and well known works, Alison Lapper Pregnant (fig. 18), though
not commissioned as a monument, he appropriates modem and ancient monumental
form: the idealizing conventions of Neoclassicism (the art form characteristically
employed for public statues), and the fragmented statuary of antiquity (particularly the
fragmented classical statues in the British Museum). Appropriating these forms, which
are also present in the “coded” site of display (Trafalgar Square), he calls the viewer’s
attention to the conceptualization of the “normal” body through playing with
fragmentation, which is associated in this work with disability, womanliness, and
pregnancy. Quinn furthers this analysis of the disabled body as not a normal body by
highlighting the historical notions of space and use of the Trafalgar Square by inserting a
body that historically would be dissuaded or excluded from using the space and
displaying it on par with the men who decorate and define the square. In doing this,
Quinn creates an anti-monument.
The presumption of monumental body as contained body is an important aspect of
the traditional monuments, such as the permanent monuments that make up Trafalgar
Square. This contained body is heightened the space of Trafalgar Square. Trafalgar
Square was constructed to create a unified space of Britain, a metaphorically contained
and controlled space, but this was never so. By placing the statue of Lapper, the falseness
of this perceived unification is exposed. The signification of form and the ideal of the
“whole” is subverted though Quinn's manipulation of the Neoclassical and the fragment
sculptures of antiquity: this is what I characterize as the fragmentation of the body in
general. Finally I will explore how the pregnant body further extends fragmentation
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through the dialectic between public/private body, the contained/seeping body, and the
strong/vulnerable body

Figure 18. Marc Quinn. Alison Lapper Pregnant. Trafalgar Square, London, UK, 2005.
Photograph by Gerry Popplestone.
British artist Marc Quinn's sculpture of Alison Lapper, Alison Lapper Pregnant,
represents the subject, an artist, in late pregnancy and naked. This work stems from
Alison Lapper (8 months) (basically a much smaller version of the work put on display in
Trafalgar Square) which was part of the larger series, The Complete Marbles, in which
Marc Quinn created body casts of people who lost or were bom without one or more
limbs. From these body casts marble was carved in collaboration with Italian artisans to
create the final sculptures. A major influence for this series was the fragments of
antiquity, with Quinn emulating them to understand how we perceive living bodies with
missing limbs. The catalogue of The Complete Marbles has a series of interesting
interviews between the subjects of the statues and Quinn. In one he asks Catherine Long,
a women bom without a left arm, whether she had more emotional resonance with the
broken Greek and Roman sculptures than with other people. Long replied:
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“Not really emotion, but when I’ve looked at broken statues, I’ve thought other
people probably considered them to be beautiful objects, but I know that’s
possibly not the way I might be viewed by society as a whole. I know that people
like myself-disabled people-have felt that people relate to broken statue
72
differently to the way they might to a person with a disability.”

Alison Lapper Pregnant (the one that was selected to go into Trafalgar Square)
was carved out of a single block of white Carrera marble in Pietrasanta, Italy. It weighs
thirteen tonnes and stands 3.55 metres high. It was installed on the fourth plinth at
Trafalgar Square in central London, England from September 2005 until October 2007
under the auspices of the Mayor of London’s Fourth Plinth Commissioning Group. It was
the first work to be commissioned by this group, but not the first to be placed on the
fourth plinth.
Statues by Mark Wallinger (Ecce Homo, 1999) Bill Woodrow (Regardless of
History, 2000) and Rachel Whiteread (Monument, 2001) were placed on the plinth
commissioned by the Royal Society for the Encouragement of Arts, Manufactures and
Commerce (RSA), more than one hundred and fifty years after the plinths’ original
installation in Trafalgar Square.

The works by Wallinger, Woodrow, and Whiteread,

included a life size marble-like modem Christ, a gigantic bronze head of a man crushed
under a giant book, both bound to the plinth by the roots of a dead tree, and a clear resin
inverse cast of the plinth itself. All were certainly distinct from the already extant
sculptural works in the Square. The plinth project might be seen as connected to a
growing interest in public art in the 1990s. While public art can be many things, it723

72 Marc Quinn and Mary Boone Gallery, Marc Quinn: The Complete Marbles (New York: Mary Boone
Gallery, 2004), 26.
73 “Fourth Plinth,” Greater London Authority, http://www.london.gov.uk/ fourthplinth/content/aboutprogramme
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generally shares the characteristics of being physically accessible and meaningful to the
public that experiences it. Part of the Mayor of London’s Fourth Plinth Commissioning
Group mandate is to engage the public, and the selection process was partially based on
members of the public voting on their favourite of six shortlisted designs.
As well as background on the specific commission, the historical background of
Trafalgar Square (fig. 19) also is important to understand what Marc Quinn was calling
into question by creating the anti monument Alison Lapper Pregnant. Conceived by John
Nash and assured by an Act of Parliament which received Royal Assent on June 10,
1813, Trafalgar Square was part of a larger plan to revitalise and gentrify through the
construction of “a new street from Charing Cross to Portland Place ... forming an open
square in the Kings Mews opposite Charing Cross.” It was built by Sir Charles Barry to
commemorate British naval captain and famous imperialist Admiral Horatio Nelson
(1758-1805), and was named after the Spanish Cape Trafalgar where Nelson's last battle
was won - the Battle of Trafalgar.
The first structure to be built on the square was the National Gallery, started in
1832, which was constructed in the Neoclassical style, a style that was mirrored in other
later additions to the square. Soon after work was completed on the Gallery in 1838,
Barry presented a plan for the development of Trafalgar Square. In 1843 Nelson’s
Column, designed by William Railton, was erected partly through public donations. Later
the lions (modelled from life) that protect the Nelson Column and the fountain were
built.

Fronting the north wall of Trafalgar are busts of Generals Beatty, Jellicoe, and745

74 “Trafalgar Square,” http://www.london.gov.uk/trafalgarsquare/history/index.jsp
75 Rodney Mace, Trafalgar Square Emblem o f Empire (London: Lawrence and Wishart, 1976), 108.
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Cunningham, all famous military leaders honoured for their participation in the
colonization of India, Egypt, and the Caribbean. There are four plinths for statues in the
square. Bronze statues stand on three of them: General Sir Charles James Napier is on
the plinth in the southwest of the square, Major General Sir Henry Havelock on the
southeast plinth, and King George IV on the northeast plinth. Built in 1841, the fourth
plinth was originally intended for an equestrian statue of King William IV that was never
completed due to lack of funds. Thus, the fourth plinth was empty for many years, part of
the square but not active in creating the visual program.

Figure 19. An 8 segment, 360 degree panoramic image o f Trafalgar Square. Photograph
by Diliff.

The London parks, squares, and other open spaces were historically places where
Londoners would go to escape overcrowding, and in this sense parks acted as “London’s
lungs,” and were thought to help prevent the spread of communicable disease.

They

were places of pleasure where people would meet, eat, and drink. They were places of
business where people sold and bought goods. They were places of spectacle where
speeches could be heard and in some, public punishments witnessed. Public squares*

16 Lisa Keller, Triumph o f Order, Democracy and Public Space in New York and London (New York:
Columbia University Press, 2009), 40.
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were formed to prevent crime and disorder, yet at the same time they were imposing an
elite imprint on the city.

77

It is important to note the underlying reason for creating Trafalgar Square was
part of the larger plan to gentrify the area, creating a public space that in turn would
create a certain public. Like monuments, “Cities are socially produced rather than the
product of biological inevitability and that city form is not neutral but imbued with
ideologies.”

The visual programming of the square through its selection of ‘heroes of

the empire’ for subjects of the monuments and the juxtaposition of the National Gallery
with its Greco-Roman façade reinforced the class structure and privileged the language of
the ruling class.

As Ann Millet explains, “[l]ike the design of the square, the

monuments display a particular side of British history and society, one whose power
depends on the subordination of those rendered invisible. Erected in Neoclassical forms,
these men's bodies serve as landmarks of patriarchal and colonial British histories.” The
park was built to reproduce this upper class atmosphere and steps were taken to prevent
\

the devolution of the square. An act of parliament banned “Wagons, Carts, Drays or other
Vehicles for the carriage of goods,” essentially criminalizing the selling of cheap goods,
thus undermining the businesses of the working poor.

This statement banning

transportation devices in both the street and the park came after the clause stating how the
square should be open for all to use. The act stated Trafalgar Square “shall be open at all78901

77 Keller, Triumph o f Order, 50.
78 Miles. Art, Space and the City, 1.
79 Mace, Trafalgar Square Emblem o f Empire, 19.
80 Ann Millet “Sculpting Body Ideals: Alison Lapper Pregnant and the Public Display of Disability,”
Disability Studies Quarterly 28 (2008), no page numbers, http://www.dsq-sds.org/article/view/122/122
81 Mace, Trafalgar Square Emblem o f Empire, 34.
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times to all His Majesties [sic] Subjects to pass and repass along the same [...] except for
[...] Waggons.” How ironic. If banning the means of transportation and business of the
poor was not a clear enough statement of the intentions to keep the square for a particular
set of people, there was a passage stating that the intention of the new street was to cut
off “inferior houses and the traffic.” In other words, the new street would become “[...]
the Line of Separation between the habitations of the first class of society, and those of
the inferior classes.”8283
Trafalgar Square’s structure of dominance eventually made it a place where
struggles with authority due to discrimination based on appearance took place. In the
mid-nineteenth century a riot broke out in the square that resulted in a number of
innocent bystanders being arrested because they did not conform to middle class notions
of proper dress. This resulted in more civil disobedience. As Lisa Keller so eloquently
states, “[i]f public spaces were the “lungs” of London they were also becoming its vocal
chords.”84 Squares became places of protest where structures of legitimacy were
\

addressed. Trafalgar Square is still used for protests today, but it is now predominantly a
tourist attraction and thoroughfare to the big shopping streets such as the Strand and Pall
Mall. The square is now used for pastimes of the wealthy (foreign tourists) so the
gentrification project started almost two-hundred years still is working, though without
the active enforcements of laws like the above mentioned “wagon law.”

82 Mace, Trafalgar Square Emblem o f Empire, 34.
83 John Nash, “Plan o f the projected Improvements o f the Metropolis” from the First Report o f the
Commissioners o f his Majesty’s Woods, Forests, and Land Revenues in The Universal Magazine Of
Knowledge And Pleasure, 20 (1813), 15.
84 Keller, The Triumph o f Order, 87.
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Those that disrupted the square, through their work or physical appearance of
poverty were actively banned, but there were other groups of people who throughout
history were also excluded from public places in general, especially controlled ones like
Trafalgar Square. Larger historical discrimination meant that women and the disabled
were not to be seen alone in public. The women’s bodies, especially those of lower
classes, were restricted from public spaces. These restrictions were subtle, such as the
lack of public washrooms for women for most of the nineteenth and some of the
twentieth which “was a very real impediment to female mobility in urban realm.”

85

Women who could afford privet chamber pots could slip them under the seat, but for the
rest there were few options.

This was the hardest on the poor as there were no free

toilets for women, but there were free urinals for men, the lack of public washrooms for
women limiting time women could spend outside of the house.

It was noted that this

was a particular inconvenience to women who had “periods and conditions peculiar to the
sex, when latrine accommodation would be specially convenient; and as at such times the
\
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requirements of nature are apt to be more urgent and more frequent [...]” In one case
when a “female convenience” was proposed on Park Street in 1900 it was met with
hostility, so much so that the model for the washroom was hit an incredible forty-five
times. George Bernard Shaw wrote about the trials of building the “convenience” in an
essay in 1909 titled “The Unmentionable Case for Women's Suffrage” and alleged
accidents were no accidents, but targeted, and not just by pranksters of a spontaneous8567

85 Barbara Penner, “A World o f Unmentionable Suffering: Women's Public Conveniences in Victorian
London,” in Journal o f Design History, 14 (2001), 38, doi: 10.1093/jdh/14.1.35
86 Penner, “A World o f Unmentionable Suffering,” 39.
87 Penner, “A World o f Unmentionable Suffering,” 38.
88 Penner, “A World o f Unmentionable Suffering,” 38.
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joke but in many cases by respectable members of the community.

89

It appears that there

was a discomfort with women’s bodies, particularly when it came to leaky bodies, in this
case urination and menstruation, but assumingly this would include (or exclude) women’s
pregnant bodies. The discomfort of pregnant bodies will be discussed below after the
disabled body - both bodies that are perceived to leak.
The disabled body was thought unfit for public consumption: “/pjeople with
disabilities were often virtually invisible citizens of many societies,” and “have been
marginalized in nearly all cultures throughout history.”

Susan Marie Schweik’s book on

American Ugly Laws, for example, documents influences and laws that took people out
the public eyes for being physically disabled. This fear of the disabled body and
unwillingness to see it in public is not new. A London merchant in 1729 suggested
whippings, workhouses and the establishment of a national institution for the “receiving
and strictly confining [...] People [...] who wander about to extort Money by exposing [...]
dismal sights.” This included “creatures that go about the Streets to show their main's [sic
\
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maimed] Limbs.” In 1887 C.J. Ribton-Tumer's did an expansive survey of English and
European statutes concerning begging and found many laws that explicitly focused on the
disabled. Schweik book also considers a modem example from 2004 where city officials
in Plymouth, England wrote to business owners confirming that “[a]ny unsightly beggars
92

are quickly removed from City Centre.”89012

89 Penner, “A World o f Unmentionable Suffering,” 35-6.
90 Theresia Degener and Gerard Quinn, as quoted in The UN Convention on the Rights o f Persons with
Disabilities: European and Scandinavian Perspectives ed. Oddny Mjbll Amardbttir et al. (Boston:
Martinus Nijhoff Publishes, 2009), 39.
91 Susan Marie Schweik, The Ugly Laws: Disability in Public (New York: New York University, 2009), 4.
92 Schweik, The Ugly Laws, 5.
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Beginning in 1970s, laws preventing exclusion of the disabled, societal
acceptance of the visibly disabled, and public awareness of issues of disability
discrimination were increasing. In 1995 the Disability Discrimination Act (United
Kingdom’s general laws about disability) came into effect. Modifications were added,
expanding its power, such as a 2005 amendment creating a positive duty on public
authorities to promote disability equality. The inclusion of a disabled body in a prominent
public place such as Trafalgar Square could be considered part of this affirmative action.

Figure 20. Alison Lapper Pregnant with Nelson’s Column in the background.
Photograph by Flickr user Shakespearesmonkey.

As already stated, Trafalgar Square was designed to be a space that created a
certain type of public, or at least excluded the type of public that did not fit in this notion.
In this sense, it fragmented the people of London, yet at the same time unified its people
through the celebration of the common hero, Horatio Nelson. Alison Lapper Pregnant
addresses this fragment inducing space by being a foreign body in what appears to be a
unified space (fig 20). Alison Lapper was not the first disabled body to adorn the square,
though. Horatio Nelson (fig. 21), inspiration for and centrepiece of the square, lost one
arm and eye in battle. Nelson was “fragmented” and yet was celebrated in this space. Can
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it be argued, then, that Trafalgar Square is a space in which the disabled body is accepted,
but celebrated as well? As notes Roy Hattersley in an article for the Daily Mail,
Nelson happens to be the authentic hero of English history [...] Those who believe
that my objection is to the state offering a proper tribute to the handicapped ought
to be reminded that Admiral Lord Nelson lost an eye and an arm in his country's
service [...] Trafalgar Square is already a genuine tribute to the way in which the
93
disabled can transcend their handicaps.
If there is already a disabled body in the square, how can disability interact with and
interrupt the history of excluded bodies? The answer is that Nelson's disability is not
obvious to the public and is essentially rendered invisible. The statue of Nelson is five
meters off the ground, with only bronze panels at sight line, and most of the monument
form consists of a huge neoclassical column. Though he is shown with only one arm, the
statue is at such a great distance above the ground that it is nearly impossible to discern
that he is dismembered. Moreover, the arm of his jacket is placed across his chest, as if he
is reaching into an inner pocket, concealing his missing arm.
Quinn was, in fact, aware of Nelson's disability;

\

He [Nelson] was never thought of as disabled and it seemed relevant to reanimate
this dormant aspect of the square.” Furthermore, it is Nelson's leadership, valour
and bravery that are lauded in Trafalgar Square, not his disability. Nelson’s loss
of an arm is somehow different from Lapper’s limblessness. Perhaps he is viewed
differently because he lost his arm in service to his country, and this war wound
marks service for which he is celebrated. There is also the fact that Nelson’s loss
of one arm did not stop him from continuing service. Conceptions of disability
have been (and still are to some extent) based around a person’s “capacity for
self-support/9345

93 Roy Hattersley, “Yes, she is a truly courageous woman. But the home o f Nelson is no place for this
statue,” Daily Mail, March 17, 2004, 15.
94 Marc Quinn, Marc Quinn Fourth Plinth (Gottingen: Steidl Mack, 2006), no page numbers.
95 Schweik, The ugly laws, 236.
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While Nelson worked and continued to work after the loss of his limb, Lapper was
perceived by some in the public as not being fully self-supporting.

Figure 21. Nelson’s Column. Photograph by solamavigator.net

Trafalgar Square’s history of excluding bodies, and more recent history of the
square’s history as a place of protest and recreation, is an important part of understanding
Allison Lapper Pregnant and that is why it was discussed above. Not all people saw how
Alison Lapper Pregnant was addressing this history. The suitability of the sculpture in
Trafalgar Square was challenged by the public, the media, and the art world.
Robin Simon, the editor of The British Art Journal, thought that the work was
simply a bad sculpture, and was not a modem interpretation of monumental sculpture. He
said “It [Alison Lapper Pregnant] is not very well made and that is partly because Marc
Quinn is not really interested in making the thing in the actual process of making a good
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sculpture.. .It's made out of moulds and looks like it. It looks like overused soap on a very
large scale.”96978
Not only did some feel that it was bad modem art, there was also a general
undertone that the sculpture was chosen by the Fourth Plinth Commissioning Group to be
politically correct and as such was inappropriate to the square’s history. The Martin
Rowson cartoon (fig. 22) sums-up the belief that the sculpture was chosen to highlight a
different body. Rowsin has two pigeons talking about the statue’s meaning. He plays with
the argument that this introduces the public to a piece of modem art, a form that they
would never otherwise get to see, by having the pigeons consider the short flight to the
top of the Lapper sculpture compared to reaching Nelson’s head. One bird states, “Of
course it’s really all about access!” There were also comments such as Brendan
O’Neill’s article entitled “Statue of limitations” in the Guardian in which she confesses
“to loathe the Alison Laper Pregnant statue (not Alison Lapper herself, please note, who
I’m sure has oversome great challenges to become both an artist and a mother.” She
loathes it because “the statue captures much of what is rotten in the heart of new Britain.
[...] It shows that we value people for what they are rather than what they achieve. [...]We
98

prefer victims to heroes.”

In another example, a comment from an anonymous member of the public relays
how he or she felt uncomfortable with disability and thought that the statue was not

96 Luke Leitch, “Repellent Lapper statue looks like soap, says critic; broadside from expert as work is
unveiled in Trafalgar Square,” The Evening Standard , September 15, 2005, unknown page number.
97 Martin Rowson. “O f Course it's All about Access!” in Tony Parsons, “Heroes come in all shapes and
sizes,” Mirror, October 19,2005, no page number. As read in Quinn, Marc Quinn Fourth Plinth, no page
numbers.
98 Brendan O’Neill, “Statue o f Limitations,” Guardian, May 17, 2007,
http://www.guardian.co.uk/commentisfree/2007/may/17/statueoflimitations?INTCMP=SRCH

worthy of the place stating, “I know you're not supposed to say it these days but 1 don't
want to look at something like that. I'm sure there's a place for a disabled statue but I
don't think it's appropriate in Trafalgar Square. It should have been a national hero like
99

Winston Churchill.” Others saw the statue as beautiful and meaningful, “Here is a
Venus de Milo for our age. The statue is shocking and beautiful. Even if you know
nothing about Alison Lapper - that she was taken away from her mother at birth, hidden
away in an institution, and later abused - it is profoundly moving.”99100 For Mark Quinn, it
was conceived in part as a tribute to the “future possibility of humanity.”101 Quinn uses
the emotions and attributes of the square to question power, and in a roundabout way, the
connotations of disability. Beauty, more specifically the nature of what makes the human
form beautiful, is subjective to culture and experience.

Figure 22. O f Course It's All About Access! (c) Martin Rowson, 2005.

99 Quinn, Marc Quinn Fourth Plinth, no page numbers.
100
Parsons, “Heroes Come in All Shapes and Sizes,” no page numbers.
101 Rod Mengham, Mark Quinn, and Sue-an van Der Zijpp, Mark Quinn: Recent Sculptures. (Rotterdam :
NAi Publishers and Groninger Museum, 2006.), 33.
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The fragment sculptures in the British Museum were an inspiration and visual
metaphor of beauty that Quinn was exploring for his Complete Marble Series and Alison
Lapper Pregnant. He was interested in exploring why fragments from antiquity were
considered worthy of the praise and considered “beautiful,” but individuals who shared
similarly amputated bodies were not. How does the viewer interpret fragmented bodies?
The people who Quinn was depicting were not fragments, although their bodies do
appear to be incomplete to some. “[T]he models’, bodies are usually comparable to the
antique fragmented marble statues, of course my sculptures are portraits of whole people
and not fragments of people.”

This statement is an important one: Lapper says in her

autobiography that there was a great effort to make her metaphorically whole through the
use of prosthetic limbs. These limbs were prescribed to “complete” her. It was hoped that
they would make her more independent, but they were not functional and were
cumbersome, yet she was encouraged in their use. She concluded that she was
encouraged even after their unsuitability was established, to make her appear
metaphorically whole.102103
Quinn hoped to challenge viewers to confront their prejudices about physical
deformity, and to think about what defines perfection and imperfection by playing with
the notion of the fragment: “with the marble sculptures, everyone has a readymade in
their minds about what a marble with no arms and no legs is. You're then playing with
the cultural given. Those pieces would be very different to someone who had never seen

102 Mengham et al., Mark Quinn, 24.
103 Alison Lapper, My Life in My Hands (London: Simon & Schuster, 2005), 33-6.
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antique sculpture.”104 To highlight the similarities between the fragmented sculptures
from the British Museum, Quinn used the same white marble. It is noted that "Quinn's
choice of material is never accidental. Through his atypical use of materials he seems to
want to make the public aware of the way in which certain things, and that includes the
materials in our culture, acquire meaning."105 White marble is associated with memorial
art and thus to use it to represent a living (disabled pregnant) woman is already an act of
aesthetic subversion.106107*The white marble has also become synonymous with art of
antiquity (even though when the sculptures were first produced they would have been
painted in life like tones.) Quinn said, “I wanted the one you think of as Platonic marble the whitest. 99% of marble statues aren’t pure white -they’re yellow or they have lines
running through them [...] It’s even in bad taste, beautiful in a way that’s almost
..

nauseating.

„107

Quinn used plaster casts and pictures of models in conjunction with hired Italian
carvers to replicate what he describes as the realism of the antiquities, although the
\

perception of realism in antiquity sculptures is another misnomer. Close inspection
reveals an uncanny symmetry that instead of being realists is idealist to the point of
unreality. This unreality was hoped to be replicated by Quinn. He wanted his sculptures,
he said, “to be absolutely clean, to be super real, hyper-real. In fact, they are so realistic
that ultimately they are unreal.”

Quinns’s frank parodying of the antiquity sculptures

104 Robert Preece “Just a load of shock? An interview with Marc Quinn,” Sculpture 19 (2000): 19
http://www.artdesigncafe.com/Marc-Quinn-Robert-Preece-shock-2000
105 Mengham et al., Mark Quinn: Recent Sculptures, 15.
106 Rosemary Betterton, “Promising Monsters: Pregnant Bodies, Artistic Subjectivity, and Maternal
Imagination,” Hypatia, 1(2006): 86-88, doi: 10.1353/hyp.2005.0135.
107 Mark Quinn Tate Liverpool, no page numbers.
m Mark Quinn Tate Liverpool, no page numbers.
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saw him accused by some of using too simple an idea. He was thought “smug and
exploitative.”

Quinn embraced the criticism of the work being a simple idea. He

wanted the work to be seen as a direct and simple play on the idea of the fragment saying,
“[t]he whole point is that it is a simple idea. That's what’s good about it. If that moment
of assimilation isn't quick and unquestioning then I don't think you shift perceptions in
any way, or have any effect. You can't get under the skin.”109110
The fragment in sculpture of antiquity is so powerful because it has the possibility
to become something more, precisely because it is incomplete. It forces the viewer to try
to complete it, and we, as the viewer, end up admiring the creativity that would otherwise
be lost when the fully formed idea is forced upon the viewer.111 Because one has to use
imagination, fragments can create what is considered the perfect image in their mind.
This understanding of the power of the fragment was articulated in a poem by Rainer
Maria Rilke on the Archaic Torso o f Apollo in which he explains how the remaining body
is so powerful precisely because it expresses a vitality that can make us feel we must
s
change our lives:
We cannot know his legendary head with eyes like ripening fruit. And yet his
torso is still suffused with brilliance from inside, like a lamp, in which his gaze,
now turned to low, gleams in all its power. Otherwise the curved breast could not
dazzle you so, nor could a smile run through the placid hips and thighs to that
dark center where procreation flared.
Otherwise this stone would seem defaced beneath the translucent cascade of the
shoulders and would not glisten like a wild beast's fur: would not, from all the
borders of itself, burst like a star: for here there is no place that does not see you.
You must change your life.

109 Mark Quinn Tate Liverpool, no page numbers.
110 Mark Quinn Tate Liverpool, no page numbers.
1,1 Glenn W. Most, “On Fragments,” in The Fragment: An Incomplete History, ed. William Tronzo (Los
Angeles: Getty Research Institute, 2009), 12.
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While fragments have the ability to become perfect through our imaginations, the
finished objects can sometimes have elements that rebuff us.
Coming back to the introduction and the opening quote, James I. Porter suggests
that a disabled body seems simultaneously too corporeal and not real enough.

The

fragment has this same issue. There is always the question as to which fascinates us - the
fragment itself or the missing whole - a whole that once really existed but to which we
will almost certainly never have access again. Do we seek the fragment because of
curiosity of how it can become whole? Perhaps, but the fragment also has the power to
transcend itself and become a form of whole. But the real whole is fleeting and can only
progress to become fragments. In this sense, real wholes are ephemeral and their
fragments are what last. But still the fragments are subject to decay and corruption, so in
the end the only thing that is immortal is the lost whole that we reconstruct on the basis of
fragments. Since it never existed in reality, in that sense it can never perish, either.

113

The perception is framed by the language: A “fragment” is a metaphor for a thing
that must first have been a whole and then became fragmented. It is the belief in this
process from whole to fragment in reality that allows us to recreate it once again in our
imagination. It is that, the observer’s creative act, one may find so satisfying and
beautiful. Only by succumbing to the perception given by the metaphor that there once
was a whole before the fragment, can there be imaginary re-creation of the whole. This is
what was missed with Quinn’s comparison of the marble fragment of antique sculptures123

112 Porter, The Body and Physical Difference, no page numbers.
113 Most, “On Fragments,” 18.
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to present bodies of people missing limb(s), why one is easily considered beautiful by the
public and the other is not.
Alison Lapper Pregnant is not simply a sculpture and public art nor a monument,
but instead a hybrid of the two, an anti monument. An anti monument incorporates ideas
of monumentality and twists them, turning them on their figurative head, to bring into
question society's perception of what is worthy of public celebration. Lapper herself
addresses the complexities of the work having elements of monumentality, but ultimately
emerging and functioning as an anti-monument. In her autobiography she describes how
the work could be seen as a “modem tribute to femininity, disability and motherhood
[...]The sculpture makes the ultimate statement about disability — that it can be as
beautiful and valid a form of being as any other."114 She goes on to acknowledge how in
this sculpture her body becomes a monument to bodies that have historically been
socially devalued and excluded from public life: “It is so rare to see disability in everyday
life — let alone naked, pregnant and proud”115 Here, she characterizes her body as a
\
form of anti-monument, for it represents the “other” to traditional subjects of public
monuments, as well as an anti-ideal.
Historically the body that is manifesting power had to be “contained and
controlled,” and thus acted as a metaphor for the control that these public people are
meant to exert on others. This body, the body of control, fits in most closely with
Foucauldian concepts of the disciplined, regulated, and regimented docile body. The
body in opposition to this would be Mikhail Mikhailovich Bakhtin’s concept of the

114 Lapper, My Life in My Hands, 236.
115 Maev Kennedy, “Pregnant and Proud: Statue o f Artist Wins Place in Trafalgar Square” in The
Guardian, 16 March 2004. http://www.guardian.co.uk/uk/2004/mar/16/arts.artsnews
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grotesque body, a body associated with loss of control. As developed in Rabelais and His
World, Bahktin describes the body in “transformation and yet unfinished metamorphosis”
a body that is two parts yet one, of death and birth all at once.1161789These are the two
conceptualizations of body that are at play in everyone, but the leaning of one form of a
body is dependent on the type of person that inhabits that body.
Janet Price and Margrit Shildrick suggest that in order to guarantee the autonomy
of the subject, “the body must appear invulnerable, predictable and consistent in form and
function, above all free from the possibility of disruption.”

Lapper’s body is already

“disrupted” as her body is missing limbs, but as yet not fully explored in this thesis is the
fact that she is a woman, who is naked and thus exposed, and also pregnant.
As a nude woman the larger perceived chaos of the woman’s body comes in to
play. Lynda Nead describes this as “the deep-seated fear and disgust of the femininity
within patriarchal culture and of a construction of masculinity around the related fear of
the contamination and dissolution of the male ego”

Geographer and social theorist
\

Robyn Longhurst argues in “Corporeographies’ of pregnancy: ‘bikini babes’,” that like
Judith Butler’s ideas about the performativity of gender, pregnancy is affected by the
performative.

She states “repeated performances of expected behaviours establish

116 Mikhail Mikhailovich Bakhtin, Rabelais and His World (Indiana: Indiana University Press, 1984), 24-

6.
117 Margrit Shildrick and Janet Price, “Uncertain Thought on the Dis/abled Body,” in Vital Signs: Feminist
Reconfigurations o f the Bio/logical Body (Edinburgh : Edinburgh University Press, 1998), 232.
118 Lynda Nead, The Female Nude: Art, Obscenity and Sexuality (New York: Routledge, 1990), 114.
119 Longherst cites Butler’s Gender Trouble but does not to continue on the linguistic bases of Butler’s
original work, but rather to extend Butler's work on the performative by destabilising the apparent fixity of
the pregnant body. “[...] acts, gestures, enactments, generally construed, are performative in the sense that
the essence or identity that they otherwise purport to express are fabrications manufactured and sustained
through corporeal signs and other discursive means. That the gendered body is performative suggests that it
has no ontological status apart from the various acts which constitute its reality. This also suggests that if
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regulatory practices for pregnant bodies. Pregnant bodies are produced in ways that
assume particular gendered norms and a particular coherence.”

The pregnant body is

expected to behave in certain ways, and is hyper regulated. Though there has been much
more acceptance of pregnant bodies in public space, “regulatory practices that shape
pregnant bodies have not disappeared.[...] To claim that pregnant women are now free
agents to act in any manner and in any place that they choose, however, is to fail to
understand the discursive modes that operate in relation to pregnant bodies.”

121

Pregnancy has now been stated to be natural yet it is through this misnomer that the
cultural side is hidden; “natural pregnancy assume that bodies can be fully extracted from
culture. Yet, bodies are brought into being in ambiguous and unstable ways through a
range of competing discourses.”

When the pregnant body is exposed it subverts what

is considered to be natural, and exposes complex issues of sexuality and uncontainment.
In another article by Longhurst she explores how pregnant bodies are perceived to be
uncontained, and leak, literally into public space. Pregnant bodies are full of possibility of
\
leakages: through vomit, mucus, milk, blood, and even the baby itself will disrupt the
order as they are bodies that are not contained. Pregnant bodies are perceived as needing
to be confined and put back into their place because of society’s fear of leakages.

The

pregnant body is encouraged to be contained through such things as extra support bras*123

that reality is fabricated as an interior essence, that very interiority is an effect and function of a decidedly
public and social discourse.” (1990, page 136, italics in original)
*20 Robyn Longhurst, “ ‘Corporeographies’ o f pregnancy: ‘bikini babes’,” in Environment and Planning D:
Society and Space 18 (2000), 456, doi:10.1068/d23.
121 Longhurst, “ ’Corporeographies’ o f pregnancy,” 458.
122 Longhurst, “ ’Corporeographies’ o f pregnancy,” 462.
123 Robin Longhurst, Bodies: Exploring Fluid Boundaries (London: Routledge, 2001), 33.
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used to prevent sagging breasts.12412567Longhurst examines public reactions to a pregnant
bikini contest where the winner noted in a newspaper that she was proud to show off her
body, but also was embarrassed (even after Demi Moore appeared naked and pregnant on
the front cover of Vanity Fair in 1991).

Lapper as pregnant brings out this fear of

leaking into the public, a fear that is heightened by the prominence of her pregnant
stomach and enlarged breasts without the distraction of legs or arms. Like disability,
pregnancy threatens the autonomy of the body and can cause fear to the public: “[t]he
embodied pregnant woman, like the monster, thus destabilizes the concept of the singular
self, threatening to spill over the boundaries of the unified subject.”

126

As well as leaking into the public, the pregnant body is sometimes thought of as a
fragment because the baby inside has a separate identity, but only partly as it is still
attached and needs the nourishment of the mother. Metaphoric fragmentation is an
intellectual thread that runs throughout Alison Lapper to expose the visual codes of
power, and nuance ideas of disability. Robert Wiltons argues that disability is feared in
social space as it represents a complete loss of bodily control.

127

^

When this argument is

engaged, it could be argued that Lapper’s pregnant body is feared because she may be
about to ‘unleash’ another disabled body into the public, further increasing disorder in
public space. The pregnant body is neither fragmented nor whole as it is whole but
leaking in such a way that it is not contained.

124 Longhurst, Bodies: Exploring Fluid Boundaries, 48.
125 Longhurst, “ 'Corporeographies’ o f pregnancy,” 454.
126 Betterton,“Promising Monsters,” 85.
127 Robert Wilton, “(Dis)abiliy,” in Cultural Geography: A Critical Dictionary o f Key Concepts, ed. David
Atkinson et al. (New York: Paigrave Macmillan, 2005), 115.
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The possibility of leakages, a form of fluidity, is not seen by all, and it was argued
by Rosemary Betterton that the “medium of white marble with a translucent and
reflective surface works simultaneously to fix and to dematerialize her identity as a
pregnant subject [...] The choice of marble has the effect of stabilizing the potentially
disruptive figure of the disabled pregnant mother, whose embodiment is immobilized in
memorial form. Rather than ‘becoming,’ the temporality of pregnancy appears here
suspended at a fixed moment in time.”12829This interpretation was derived from the smaller
sculpture Alison Lapper (8 months) and it was conceded that “the crowded urban setting
of Trafalgar Square may more precisely invoke the vulnerability, unpredictability, and
inconsistency of the figure as a public monument.”

Fox’s monuments minimized the

perceptions of leakages, through active movement.
When Marc Quinn first adopted the antique fragment statues as a way to analyse
beauty in a variety of human forms, he later recognised how the disabled body may be
used to interpret the notions of monumentality in Trafalgar Square. The anti-monument
has the power to show up how Trafalgar Square tries to create an unified idea of Britain,
but instead is one that was created to exclude bodies, particularly that body that Lapper
represents - disabled, women, or lower middle class. The body of Lapper disrupted the
space successfully because her body though whole, could metaphorically be seen as
related to the fragments of antiquity that were neither whole nor incomplete. Her body
was displayed as nude and pregnant as well as disabled, all states of body that are coded
with societal expectations of performance. When it is recognized that there are

128 Betterton, “Promising Monsters,” 86.
l29Betterton, “Promising Monsters,” 86.
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expectations for bodily form, one has to confront how one sees the body. How might one
understand how what is being seen is different, and how might one process the body
through the fragment? The metaphor is set up through the materiality (the white carrara
marble that is associated with the fragments of antiquity) and a knowledge of Quinn’s
past body of work The Complete Marbles where amputees were sculpted to show the
possible, but not seen, relation to the beautiful, and the unseen relation to antique
fragmented statuary. The history of fear of public leakages is seeded in the history and
perception of women’s bodies in public places, which was examined earlier through the
case study of placement of washrooms or “conveniences.” This fear is compounded with
the notions of disability.

\
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3

Hartheim Castle’s Memorials
From 1940-1944 some 30,000 people classified as “unworthy of life” were

murdered at Hartheim Castle, Austria. The first people who were murdered were
physically and mentally disabled or ill people under the Action T4. Approximately one
year later, prisoners at concentration camps Mauthausen and Dachau and forced labourers
assessed as ill or “unworthy of life” were added to those murdered under the Action
14fl3.

In May 2003 Hartheim Castle re-opened but now as a place for remembrance

and education. It is both a memorial site to the victims of National Socialists’ euthanasia
policies and a museum with the exhibition “Value of Life” located in what were the
administrative offices of the castle. Throughout the site there are multiple specific
memorials, including memorial plaques (fig. 23);

a graveyard with a centralized tomb

stone on the outside of the building where human remains were found; a monument to
resistance, next to the eastern side of the building; the French memorial, dedicated
especially for the French victims of the former Concentration Camp Mauthausen (outside
of but close to the town); a glass wall with over 15,000 names of people who were known
to have been killed at the site; a glass box holding approximately 30,000 stones located in130

130 From May 1940 - August 1941 18,000 people from Austria, Bavaria, Slovenia, Bohemia, and Moravia
were killed under ‘Action T 4 \ From August 1941 - December 1944 over 10, 000 slave laborers and
prisoners from Mauthausen, Gusen, Dachau, and RavensbrQck concentration camps were killed as part o f
operation 14fl3.B orisB 6hm , N ot Worth Living' N ot Worth Living': Nazi 'euthanasia' in the Reich
District o f Sudetenland and the Protectorate o f Bohemia and Moravia, 1939-1945 . Exhibition Catalogue,

12.

131 These memorial plaques were erected by next o f kin and placed in the arcade walkway at Hartheim in
the 1950’s, making them one o f the first memorials at the site. They were removed in 1969, and placed in
the admission chamber, and placed back in arcade in 2002. Most o f these plaques are to political victims
and it was not till the 1990’s that plaques were put up to remember the disabled victims.
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the meditation room, each stone symbolically representing a person killed; and a
‘Grabungsblock’ (excavation block), a slice of the ground containing a layer of ashes and
some personal effects of a few of those murdered - the whole slab contained in another
glass box located in the admission chamber (fig. 25).

Figure 23. Memorial plaques in Hartheim’s courtyard. Photograph by Author.

This chapter focuses on Hartheim Castle, now a memorial that seeks to recreate
bodies through the glass box with ashes and belongings, the Grabungsblock, and the glass
box with stones. I will also discuss another Austrian monument located in Salzburg that
\

incorporates ashes of victims of the National Socialist’s Eugenics program. To
understand how these monuments project the disabled body and how that body is
understood by the viewer-visitor, I examine the memorial in a wider, more holistic frame.
By examining Hartheim as a case study, the chapter explores the history of specific
policies and programs that led to the victims’ murders, and the ongoing function of the
site as a museum/memorial for people murdered because they were perceived as disabled,
and the use of the fragment in other monuments concerning the Holocaust.
Hartheim Castle is located in the municipality of Alkoven, which is situated
approximately 14 km outside of Linz (the third largest city in Austria). Built by Jakob
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Aspan in 1600, the Prince of Starhemberg donated it in 1898 to ‘Landes wohltatigkeitsverein’ (Upper Austrian Charitable Society) to be used for charitable purposes (fig.
24). Shortly after being donated, it was made into an institute for mentally and physically
disabled children run by the sisters of the Order of St. Vincent of Paul. The castle was
seized by the National Socialists in the ‘Anschluss’ (union) of Austria with the Third
Reich and was refurbished in 1939 and labeled as an euthanasia center, complete with a
gas chamber and crematorium.

Euthanasia, a word with Greek roots that can be

translated as the “goodness o f death”, is, by definition, the practice of killing a person in
a painless way in order to end their suffering. The National Socialist German Workers’
Party’s (or the Nazis) systematic killing of ‘Lebensunwertes Lebens,’ (lives unworthy of
life), framed as such mercy killing, was believed to be a way to make the German race
stronger in the long run with the short term further advantage of saving rations and
medical care. Hartheim Castle was one of only two extermination centers on German
133

territory, the other being Mauthausen.132

Figure 24. Model o f Exterior o f Hartheim Castle. Photograph by Author.

132 Wolfgang Neugebauer, “The Hartheim euthanasia institution,” in Memorial Sites fo r Concentration
Camp Victims in Upper Austria, ed.Sigffied Haider and Gerhart Marckhgott, trans. Barbara Zehetmayr and
James Zimmer (Linz, Kulturland Oberösterreich, 2002), 63.
133 James E. Young, The Texture o f Memory: Holocaust Memorials and Meaning (New Haven: Yale
University Press, 1993), 61.
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The National Socialists’ specific form of genocide through euthanasia was
perhaps the natural end stage of a wider scientific program of eugenics, now viewed as a
pseudo-science, but in that time period given the appearance of respectable science.
Practical eugenics most often focused on sexual, therefore reproductive, control,
including forced sterilizations and restrictions on marriages. In 1883, noted British
scientist Sir Francis Galton coined the term eugenics, from the Greek for “well bred.” He
believed that humans were bom with all of our talents, and like eye colour, mental
characteristics such as intelligence and diligence were passed across generations.
Eugenics’ advocates believed that a fitter population could be achieved by
limiting the number of genetically inferior people and encouraging genetically fit people
to have children. This eugenics doctrine led many countries to pass laws preventing
marriages and forcing sterilization on the population deemed unfit.
The respectability of the field is evident in its contemporary participants and
sponsors. In 1932, the year before the National Socialists enacted the first German
eugenics statute, the Third International Congress of Eugenics was held in New York at
the American Museum of Natural History. The publication of the proceedings was paid
for by the Carnegie Institute of Washington, D.C. The proceedings included 65 articles
from scientists from many western countries, plus plates showing 21 exhibit booths, all in
a volume of over 500 pages.

Some of the scientists in attendance were concerned

about a public backlash that was emerging from a fear of uniformity and obliteration of
diversity as occurs in animal breeding practices. A paper was devoted to countering this134

134 A Decade O f Progress In Eugenics, Scientific Papers o f the Third International Congress o f Eugenics
held at American Museum o f Natural History, New York, August 21-23, 1932, Baltimore, The Williams &
Wilkins Company, 1934. http://openlibrary.org/books/OL14083586M/A_decade_of_progress_in_eugenics
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and communicating the good intentions of eugenics.

135

The introduction to the volume

begins by addressing that concern as well:
Eugenics as a pure science has for its purpose the discovery of fundamental truth
about race and family-stock improvement. It is therefore, like all science,
international in character. It belongs to humanity rather than to any one nation or
race. Applied eugenics, like religion, is essentially something for belief and
practice; it is not a thing which works well if its imposition on one nation or
family is attempted by another.
Every nation, race and family-stock was to set up its own standards of hereditary
constitution in physical, physiological and spiritual qualities. The elements of
such ideals would and should vary greatly, for specialization in national purpose
and family talent was essential and must be developed and conserved. It was thus
that the fundamental elements for eugenics were applicable to all nations, and it
was therefore necessary, for the sound advance of eugenics both in theory and
application, to develop a strong international organization.

136

The ideas of eugenics were thus widespread and not yet considered particularly
radical by the time the National Socialists came to power. The United States had
eugenics-based laws long in effect before Germany. In 1895 Connecticut was the first
N

state to comply with eugenic practices that would limit who could get marriage
certificates, decreeing that “no man and woman either of whom is epileptic, imbecile, or
feeble minded” could “marry, or live together as husband and wife, when the woman is
under forty-five years of age.”

By 1914, over half of the United States had imposed13567

135 Robert Cook, “Is Eugenics Half-Baked?” (paper presented at the Third International Congress o f
Eugenics August, 21-23, 1932), in A Decade O f Progress In Eugenics, 441.
136 Hairy H Laughlin, “Historical Background O f The Third International Congress O f Eugenics” paper
presented at the Third International Congress o f Eugenics August, 21-23, 1932), in A Decade O f Progress
In Eugenics, 1.
137CONN. GEN. STAT. fl 1354-56 (1902)
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new restrictions on the marriage of persons with perceived “mental defects.”

1Ifi

An

Indiana reformatory practiced eugenic sterilization beginning in 1899 as a voluntary
experiment with prisoners. Indiana was also the first state in 1907 to enact a compulsory
sterilization statute mandating the sterilization of certain “confirmed criminals, idiots,
rapists and imbeciles” whose condition was pronounced incurable by a committee of
three physicians.138139
During the first decades of the twentieth century, eugenic ideas and practices were
found in most other Western societies. The first sterilization law in Europe was adopted
in Switzerland in 1928 (canton Waadt).140 By the mid-1930s, all the Nordic nations and a
number of other Western nations had passed sterilization laws and eugenic programs.141
Here, in Canada, eugenic beliefs led to the enactment of two sterilization statutes.142 In
1928, the Sexual Sterilization A ct143 was passed by the legislature of Alberta, and the
Sexual Sterilization Act144 of British Columbia was enacted in 1933. The act in Alberta
legislated that residents of mental hospitals could only be discharged with permission of
the medical superintendent, and the superintendent could force an examination by the
Eugenics Board, and the board could direct that the patient should be sterilized. The
patients had to give consent, but if they were deemed incompetent, the Minister of Health
could give consent. In practice, evidently, the consent clause offered little protection for

138 Edward J. Larson, “Biology and the emergence o f Anglo-American Eugenics Movement,” in Biology
and ideology from Descartes to Dawkins, ed. Denis R. Alexander and Ronald L. Numbers (Chicago: The
University o f Chicago Press, 2010), 181.
139 Larson, “Biology and the emergence o f Anglo-American Eugenics Movement,” 176.
140 Not Worth Living, Exhibition Catalogue, 5.
141 Lars Grue, “Eugenics and euthanasia - then and now” Scandinavian Journal o f Disability Research 12,
1 (2010), 34 doi: 10.1080/15017410903076776.
142 Clémentine Sallée, “Reflection on the Legal Status o f Sterilization in Contemporary Canada” (L.L.M
diss., McGill University, 2002), 4.
143 Sexual Sterilization Act, S.A. 1928, c. 37. [am. 1937, cA7; 1942, cA8; rep. 1972, c.87]
144 Sexual Sterilization Act, S.B.C. 1933, c. 59. [rep. 1973, c.79]
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individual freedoms or rights. As stated in Institute of Law Research and Reform Report
on Competence and Human Reproduction in 1986, “Because the purpose of the
sterilization was to benefit the human race and not the individual, the consent of the
person to be sterilized was not necessarily required, even where the person was
competent to make the decision.”1454617It was not until 1972 that Alberta repealed this act.
When Germany passed its Law fo r the Prevention o f Genetically Diseased
Progeny in 1933, shortly after the National Socialists came to power, the law was the
most far-reaching sterilization statute enacted anywhere.

But it bore roots in the

widespread adoption of eugenic ideals in western countries, and was based partly on
California compulsory sterilization statutes.

As such, it did not attract local or

international protests, and indeed, received compliments. The noted German biologist
Erwin Baur not only approved of the new sterilization law, but thought that more could
still be done.148 A British commentator stated:
Modem eugenics, are the work of an Englishman, but the German, with his
accustomed painstaking capacity, will probably be the first to turn {hem to
advantage. He shows the wisdom. He looks to other people to pioneer the way,
and once the path is open he gallops merrily along the road.149
This Law fo r the Prevention o f Genetically Diseased Progeny directed the
sterilization of persons found by genetic health courts to suffer from precisely named but

145 Institute o f Law Research and Reform Report, Competence and Human Reproduction (Report No. 52,
Febuary 1986), 21. http://www.law.ualberta.ca/alri/docs/fr052.pdf
146 Gesetz zur Verhütung erbkranken Nachwuchses vom 14. Juli 1933;
http://www.verfassungen.de/de/de33-45/euthanasie33 .htm
147 Edward J. Larson, introduction to Biology and Ideology from Descartes to Dawkins, ed. Denis R.
Alexander and Ronald L. Numbers (Chicago: The University o f Chicago Press, 2010), 8.
148 Larson, “Biology and the Emergence o f Anglo-American Eugenics Movement,” 185.
149 As quoted in Larson, “Biology and the Emergence o f Anglo-American Eugenics Movement,” 185. E.
Alec-Tweede, "Eugenics," Fortnightly Review 92 (1912): 25-7.
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often subjectively determined conditions.150 The first condition was ‘Angeborenem
Schwachsinn’ (congenital idiocy or feeblemindedness). “Feeblemindedness, was the
condition applied to most people who were subjected to this legislation, as it could
describe anyone from bed-wetters, persons with learning disabilities, or someone with a
nervous disposition. The law marked a starting point for the sterilization of the physically
disabled “because disabilities now were taken as more definitive markers of mental
defects.”151 Misperceived notions that a physical hereditary disability reflected lesser
intelligence or criminality had been long reinforced in visual art and popular culture with
devilish creatures being represented as ugly and angels as beautiful, but the Law fo r the
Prevention o f Genetically Diseased Progeny legitimated this stereotype as if it were
scientific fact. Indeed, some 300,000 persons were sterilized under this law between 1933
and 1939, with an estimated 5,000 deaths from complications, before the sterilization
program was replaced by more sweeping euthanasia programs.152
The next stage of German eugenics program was its euthanasia program, begun in
1939 two weeks before Germany invaded Poland. A secret decree through'the Ministry of
the Interior's network ordered physicians and midwives to report to their local health
office through a short nondescript form any children who were younger than three and
suffered the following medical problems: idiocy; Down Syndrome (especially cases also

150 Gesetz zur Verhütung erbkranken Nachwuchses § 1(2) and 1(3), [Google translation]:
§ 1... (2) is hereditary in the sense o f this law, who suffers from one o f the following diseases: 1st
congenital idiocy, 2nd Schizophrenia, 3rd circular (manic-depressive) psychosis, 4th hereditary epilepsy,
5th hereditary chorea (Huntington's chorea), 6th hereditary blindness, 7th hereditary deafness, 8th severe
hereditary physical deformity.
(3) can also be rendered infertile, who suffers from severe alcoholism.
151 Paul Weindling, “Genetics, Eugenics, and the Holocaust,” in Biology and ideology from Descartes to
Dawkins, ed. by Denis R. Alexander and Ronald L. Numbers (Chicago: The University o f Chicago Press,
2010), 206.
152 Weindling, “Genetics, Eugenics, and the Holocaust,” 206.
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involving blindness and deafness); Microcephaly (abnormally small head size); severe or
Progressive Hydrocephalus (enlarged head caused by excessive fluid in the brain cavity);
all deformities, especially missing limbs and severely defective closure of the head and
the vertebral column; paralysis including Little's Disease (spastic dysplasia). Medical
practitioners were paid two Reichsmarks (approximately eighty cents) to fill out these
forms. From the local health office the forms were passed to the Reich Committee for the
Scientific Registration of Severe Hereditary Ailments ‘Reichsansschuss zur
Wissenschaftlichen Erfassung von erbunci anlagebedingten schweren Leiden’. The
committee would decide from this one page form whether to kill the child, by a red “+”
or, by a blue

to allow the child to live. By the end of 1940, children older than three

were allowed to be euthanized. Shortly after the invasion of the Soviet Union on 22 June,
1941 all school children who had any sort of disability were targeted for euthanasia.
Teachers were now required, under penalty of a fine (150 Reichsmarks), to report such
children to their local health office. In obtaining permission to send children to these
wards, parents were deceived with a promise for a cure for their child’s ailinents, and
once the child was killed they would receive a death certificate informing them that their
child had died suddenly of a fictitious ailment. As a result, few parents knowingly agreed
to have their children euthanized. The letter also informed the parents that their child’s
body had been cremated because of fear of an epidemic. In reality, the children were sent
to special wards in hospitals that would starve or poison them. It is estimated that more
than 5,000 children were murdered dining the Second World War under the child’s
euthanasia program.

The National Socialists had brought the Galtian program of 153

153 David M. Crowe, The Holocaust Roots, History, and Aftermath (Boulder: Westview Press, 2008), 150-
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eugenics to an ultimate, twisted extreme in moral terms, but one which possibly was its
inevitable end point viewing animal breeding as the model.
On September 21, 1939 a new program code named T4 (as the program was
headquartered in a former Jewish villa at No. 4 Tiergarten Straße) was proposed which
targeted all persons with hereditary disabilities. All state hospitals that housed patients
with mental problems such as epilepsy or low IQs were asked to fill out a one-page health
form which, like the children’s form, did not reveal its true purpose. Questions on the
form also asked about the subject’s ability to work. Instead of starvation or lethal
injection, poison gas was the preferred method of extermination: it was more efficient.
Six euthanasia killing centres, most of them former hospitals or care homes, were
repurposed with a gas chamber and crematorium, one of these sites being Hartheim. The
program was never legalized. Hitler feared that bringing it to government would make it
less secretive. Doctors wanting protection from prosecution for murdering their patients,
however, could ask to see a letter written by Hitler backdated to grant immunity from all
prosecutions should they carry out the murders.154 Depending on the facility, T-4 teams
could gas from 25 to 150 patients at a time. After the people were murdered, gold was
removed from victims’ teeth, some bodies were sent to the crematory while others were
autopsied or used for medical experiments. Like the children’s euthanasia program, once
more a letter was sent to the victim’s relatives providing a fake cause of death and

4.
154 As cited in Crowe, The Holocaust Roots, History, and Aftermath, 154.Trial o f War Criminals Before the
Nurenberg Military Tribunals Under Control Council law No. 10, "The Medical Case" (Washington, DC:
U.S. Government Printing Office, 1950), 1:848.
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explaining that the body had been cremated for public health reasons. There was an
option for relatives to have an urn of their loved one’s ashes sent to them, but this too was
a ruse as the bodies were cremated en masse, which meant the ashes were simply
gathered from a common pile. Some relatives noted inconsistencies when they received
ashes with hairpins in them when the relative was a male, or when the cause of death was
stated as appendicitis when it had been removed years before. The secrecy of the program
was jeopardized by these inconsistencies. As a result, Hitler shut down the T-4 program
in August 1941 likely due to protest from the churches and public in general, as well as
the fact that the T-4 equipment and personnel were needed elsewhere to exterminate the
Jews of Eastern Europe. However, between 1939 and August 1941 when Hitler had the
program closed, the Germans murdered from 70,000 to 80,000 disabled adults.155 Just
before the adult program was shut down by Hitler, the ‘SchutzstaffeT (SS) started action
14fl3, which murdered the sick, elderly, persona non grata, and those deemed no longer
fit for the concentration camps. Also random decentralized “wild euthanasia,” continued
up to the end of the war. Thus the official termination of the T4 Program did not affect
other existing euthanasia programs such as the children's euthanasia, 14fl3, or instances
of so-called “wild euthanasia” such as the deliberate starvation and hypothermia that
killed some 40,000 inmates in mental institutions in Vichy, France. In short, it is
estimated that some 200,000 to 250,000 Germans and others were murdered in the Third
Reich's various euthanasia programs.156

155 Crowe, The Holocaust Roots, History, and Aftermath, 156.
156 Crowe, The Holocaust Roots, History, and Aftermath, 158.
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This complex, deadly history of eugenics is addressed in detail at the memorial of
Hartheim Castle. Part of the project of re-opening the building was to keep memory alive
to prevent any similar euthanasia projects ever happening again. This process of
preserving memory to stave off a repeated history of genocide represents part of a larger
trend in holocaust commemoration — the goal of “never again.” Much of the Holocaust
itself has been discussed in relation to memory functioning as an act of resistance.
Although I started this chapter by giving a history of the background to what happened at
Hartheim, looking at what is being remembered it not my primary focus. Instead, I am
interested in examining response to the way in which these events are being remembered
in monuments.
Before moving away from the general discussion of the Holocaust it is interesting
to note that the fragment is not a new way to represent the Holocaust. Modem Polish
memorials to the Holocaust have fragments of shattered Jewish tombstones as
predominant iconographic figures. These fragments are fitting as
[...] memorial makers suggest that neither past worlds nor memory df them can be
made whole again. For even as these remnants are gathered up and pieced
together in Polish villages like Kazimierz, Przasnysz, and Wegrow, the fragments
are not recuperated so much as reorganized around the theme of their own
destruction. They represent a newly collected Jewish memory, retrieved piece by
jagged piece in a form that emblematizes both the destruction and the
impossibility of recovery. Rather than mending the words in a fissured epitaph,
they preserve the break: in this way, broken tombstone monuments commemorate
their own fragility, gather and exhibit the fragments as fragments, never as
restored wholeness.157
The Holocaust often has been negotiated through an absence that can never fully be
present. Ziva Amishai-Maisel’s chapter “Haunting the Empty Place,” describes how

157

Young, The Texture o f Memory, 185.
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“ghosts” in different forms come to have become a predominant theme shaping
Holocaust art. The ghostlike objects suggest fragments, trauma, displacement, and both
the absence and presence of its victims. One of the earliest manifestations of “ghosts”
was through the empty clothing and abandoned objects that serve as “relics of the
victims.”

The use of the ash further complicates the notion of an absent presence, as the

partial remains of a body is actually there, but not in its recognizable form. The use of
such fragments in the art world suggests the importance of partiality as an approach for
displacing the historical narrative while maintaining the memory of the loss.158159 By
displacing I mean that there is always an abstraction that happens when visiting sites of
past horrors. Like Hartheim the true horror is somehow displaced through the re-marked
and re-built walls, as will be discussed bellow. The orderliness of the present space, the
absence of the smell of burning bodies that the locals spoke about, for example, all ask of
present day visitors not to confuse this place with that place as it existed in its sordid past.
The past can only be seen in the fragments of the present.
Most visitors to Hartheim will have some previous knowledge of thè site’s
history, and as they move through its controlled space, they gain even more knowledge of
the mass murder of the disabled that took place there. Thus the actual physical form of
the monument, and the visitor’s experience of it, shapes the image of the bodies that
inhabited that space at that time of the historical episodes that occurred there.

158 Karla Oeler, A Grammar o f Murder: Violent Scenes and Film Form (Chicago: The University o f
Chicago Press, 2009), 123.
159 Stephen C. Feinstein, “Introduction: A Scream/A Repetition/A Transformation,” in Absence /Presence'.
Critical Essays on the Artistic Memory o f the Holocaust, ed.Stephen C. Feinstein (Syracuse: Syracuse
University Press, 2005), xxix.

76

In the first four rooms, visitors confront information on the National Socialist
Euthanasia programs and discover who was responsible. Furthermore, the victims’ names
are given. These rooms operate like a museum, given their frequent use of text panels and
labelled artefacts. After progressing through first four rooms “NS- Euthanasia,” “The
Killing Institute,” “Victims and Perpetrators,” and “The Dead,” the visitor comes to the
admission chamber. This chamber operates as a transition point between the descriptive
and the phenomenological. There are artefacts in glass cases neatly ordered, each with a
short descriptive text, except for the Grabungsblock, in a comer nook.160
Later we learn that when laying in the new heating pipes in September 2001, a
gruesome discovery revealed a pit with the remains of human bone, bone ash, and
slag. The discovery led to the excavations of the site from mid-October 2001 to June
2002. Various other pits were discovered in the ensuing excavations. Some contained
parts of the gas and crematorium equipment that were buried in the
dismantling operations in late 1944. There were also pits used exclusively for hiding
items that belonged to the victims.161 With permission from the Upper Austria’s Culture
Department (Kulturabteilung des Landes Oberosterreich) a slice of one pit was excavated
intact and put on display by means of the glass and steel structure (built in Lintz) in the
alcove.162 By using materials from the site itself, the Grabungsblock acted as material
witness that the viewer could use to connect the modem site to its past.
The Grabungsblock is the last object that the viewer confronts before entering
Hartheim’s second half, where the gas chamber, technical installations, morgue, and

160 Trans, excavation block
161 Brigitte Kepplinger et al., Tôtungsanstalt Hartheim, 499.
162 Brigitte Kepplinger et al., Tôtungsanstalt Hartheim, 503.
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crematorium stand. The Grabungsblock consists of remains of human and personal
effects. It is not labelled as such, but the viewer sees objects such as cups, combs,
toothbrushes, cutlery, and religious symbols. The context of the space gives the other
visible layers of gray swirls their meaning, not at first, when there is puzzlement, but
soon, in horror, one recognizes that this is ash and bone, and then, a great rush of
recognition, and an impression or memory of personhood if not an individual: These are
the remnants of humans who were killed. Tens, perhaps hundreds of literal pieces of
people are placed in front of the visitor before they walk through to the killing and
disposal mechanisms. A monument is made of, not just to, the victims. Does the viewer
see these remains as people? Does the ash and detritus become whole persons again to
the visitor? And why is there no text? A textual explanation would perhaps smother the
shocking arousal from self-discovery, and probably, as for the rooms that are to follow,
no explanation can replace the delicate connection between witnessing and being able to
fully understand the experience.
\
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Figure 25. Grabungsblock, Hartheim Castle. Photograph by Author.
\

From the gas chamber to the crematorium there are no objects or descriptive texts.
Through radical changes in the structure of the rooms, such as cutting a passage through
the rooms where the physical and metaphysical killing took place, the mechanized nature
of the killing process is made clearly visible. There is no text going into explicit detail
about these rooms, the only guiding mechanism is a walkway, which shows the visitor
her way through these rooms. This was done not only to show the death machine, but
also, as poetically stated on the Hartheim web site, to indicate that “[t]he rooms of death
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may he crossed through but not entered.”163 An understanding of the events can only be
mediated: the viewer must recognize the balance between the truth factor that the rooms
try to address and the reality that historical events can only be understood approximately,
even inadequately, through re-presentation. The web site explains that the point is to
enable the visitor to engage in but not be overwhelmed by the experience: “In this way,
distance is created to these historical rooms, which is of utmost importance in order to
approach the matter at all. A critical approach is made possible to a place where people
were killed. An emotional approach should be possible here but in no way forced.”164 The
website’s commentary echoes that of designer Herbert Friedl on renovations: “The most
important concern o f mine is to keep a memory process. Remembering this also
means a gradual shrinkage, an abstraction of what happened. It requires the creation of a
new reality, as the distance to the real events. Then I built up my design concept. The
goal is not the reconstruction of these facilities.. .”165
This balancing function, according to the designer and as described in Hartheim’s
web site, is not unique to Hartheim. Museums that address the Holocaust ¿11 struggle with
these tensions in memorializing. As historian Omer Bartov points out, the viewer can fall
into the trap of believing that equating is the same as experiencing “having been ‘there’
(in the museum, not the past it represents), we now think we know, because we saw and

163 http://www.schloss-hartheim.at/index.asp?peco=&Seite=21 l&Lg=2&Cy=l&UID=
164 http://www.schloss-hartheim.at/index.asp?peco=&Seite=21 l&Lg=2&Cy=l&UID=
165 “Wichtigstes Anliegen ist mir, einen Erinnerungsprozess in Gang zu halten. Erinnern bedeutet aber auch
ein allmähliches Schwinden, ein Abstrahieren des Geschehenen. Es bedingt das Schaffen einer neuen
Wirklichkeit, die in Distanz zum realen Geschehen steht. Darauf aufgebaut habe ich mein
Gestaltungskonzept. Ziel ist nicht die Rekonstruktion dieser Einrich” Brigitte Kepplinger et al.,
Tötungsanstalt Hartheim, 532-3.
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felt it.[...]”166 The Grabungsblock acts in a similar way, oscillating between creating an
objective whole truth and stressing its impossibility. Through the design of the museum,
the viewer senses that the Grabungsblock shows the reality of the events but in a way that
remains fragmented and beyond us to make whole again. We know that the ash comes
from humans and we want it to stand in for individuals but most of us are unable to re
piece them and imagine them whole, unless we knew a victim and have him or her in
mind. But this involves a personal and different act of memory than what a public
monument can be designed to inspire in a general audience member.
After walking through all the rooms from the gas chamber to the crematorium,
one comes to a meditation room (fig. 26), whose central object is the cube with stones
(fig. 27). It is made of glass and steel and contains stones from the river Danube where
most of the victims’ ashes were thrown. The stones were collected by schoolchildren, one
for each known victim. There is no explanatory text, just a legal reference on the glass
door.

Here the ashes of the Grabungsblock, which represent an unknown quantity of

bodies, come to be quantified with the stones, and perhaps the stones can act as the
resting place of thousands of bodies of ash, as the ashes were at first dumped into the
river Danube, where the stones came from.

166

Omer Bartov, “Chambers o f Horror: Holocaust Museums in Israel and the United States,” Israel Studies
2(1997), 71, http://muse.jhu.edU/joumals/is/summary/v002/2.2bartov.html.
161 The Hartheim web site cites Paragraph 25 o f the European Union Constitutional Charter (“The
Integration o f the Handicapped”)
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Figure 26. Meditation room with glass cube in centre. Hartheim Castle. Photograph by
Author.

Figure 27. Glass cube. Hartheim Castle. Photograph by Author.

Ashes to ashes dust to dust. Death is linked with disintegration and particulate
matter such as ash and dust. The body in pieces is that of death or dying. In western
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societies bodies and/or self are experienced as one: a bounded, embodied self.

168

When

the body visibly disintegrates, even before death such as through the loss of bowel
control, the absolute connection between body and the self, results in even the suggestion
of the disintegration and death of the physical body as the death of the person.168169170
Physical disability which presents a body which can be fragmented during life, as
discussed in Chapter Two of Allison Lapper in terms of leakages in pregnancy, can also
be applied to the fear of the disabled body itself as body on the verge of death. Death has
always been part of life, but in the past death was a private affair in terms of death
occurring with family and friends, whereas now death has become institutionalized in
hospitals and has become publicised. This transition of private domain to public has
moved past the location of death to the general arena of where death is permissible to see.
The dead body (or its uncanny simile) is not an uncommon element in modem art, with
Anthony Noel Kelly in 1997 London Contemporary Art fair displaying casts of human
cadavers that he painted silver. Mark Quinn has also used body parts (though not
\
cadavers). The most controversial use of cadavers in expositions of Professor Gunther
Van Hagens’ Body Worlds, were death is made visible yet simultaneously “conceal the
’material reality of embodied death’ (Hallam et al. 1999: 24) and of dying.”

17ft

The

Grabungsblock is like Body Worlds in that it is not art but puts the body on display, but it
does so in a way that does not suggest perpetual life, but instead death. The suggestion of
death is powerfully stated by the very fact that the body is only suggested by the ashes,

168 Alexandra Howson, “Images o f Childhood, Ageing and Death,” in The Body in Society: an Introduction
(Oxford: Blaekwell Publishing Ltd, 2004), 160.
169 Howson, “Images o f Childhood, Ageing and Death,” 160.
170 Howson, “Images o f Childhood, Ageing and Death,” 161.
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which unlike the plasticized bodies of Body Worlds highlights the material reality of the
embodied body. The fragment’s association with death, and the perception of the physical
disabled body as fragmented in the Grabungsblock heightens this embodiment of death.
The Grabungsblock in Hartheim affects its visitor in ways similar to the
experience of a cinematic spectator witnessing a murder on film. Karla O der’s A
Grammar o f Murder: Violent Scenes and Film Form explores how the structure of
murder is built first through the complex understanding of the photograph that is at once
a trace of an object and its true representation. She states:
Murder is such a foundational scene in the history of cinema because the
obliteration of life that it revolves around dramatizes the way that cinematic
representation -which shows the photographic trace of a now absent object—
always is poised between conveying the reality of the object and registering the
loss of reality, or disembodiment, intrinsic to representation itself. 1
Her augment is based on the perception of film and photography, but the
negotiation between absent reality and the impossibility of realizing it through a trace
object connecting the two realms could be applied to any object that is symbolising
something other than its materiality.

s

One of the key methods of creating murder in cinema is montage. Through
montage, disconnected images are drawn together to create a whole story. The desire to
pull together image pieces to make a whole story that we see in montage seems to be part
of human hard wiring. As spectators, we try to fashion narratives even when there is
nothing to pull together. In a famous experiment by Lev Kuleshov, an image of a man’s
head was juxtaposed with a variety of shots (including a plate of pasta, a girl, and a little
girl's coffin) to create a short film that was shown to subjects, who were asked to*
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comment on the expression on the man’s face. Although the man’s expression remained
unchanged, the spectators’ interpretations altered, depending on what image was shown
previously. For example, they saw hunger on his blank face when the plate of pasta was
shown earlier.
In a similar vein, the visitor to Hartheim is primed to see the Grabungsblock itself
as collection of individuals, not a large impersonal monument. Visitors to it, like
Kuhleshov’s cinematic spectators, connect the surroundings to the object itself and imbue
it with specific meanings. Montage in cinema “cuts” the body on film and arranges it into
a signifying sequence, but in so doing becomes a narrative that can destroy the
individual.

The montage makes the person on screen into a symbol much like the ashes

of bodies in the Grabungsblock. As a result, the layout of the museum codes its fragments
of bodies in a certain way, compounded by the impossibility of individualizing the ashes.
The montage has another effect. As well as creating narratives from pieces, the
very pieces themselves shock the viewer by showing the violence done to the whole
body. The language of film theory itself conveys this violence as Oeler nbtes: the
“cutting” of the actor's body into tightly framed shots of body parts frequently suggests a
specter of violence to spectators. But this perception of violence depends on the
convention of seeing images showing people as whole.”172173 The very presence of a body
in pieces suggests that violence was inflicted, for bodily pieces do not occur through
natural processes. The presentation of ashes in the Grabungsblock is exposed, and it is
this presence of a literal, not merely cinematic and figural body in pieces that reveals the

172 Oeler, A Grammar o f Murder, 52.
173 Oeler, A Grammar o f Murder, 13.

85

violence. Bodies are seldom shown in pieces — when a body is cremated, it is typically
put into an urn to protect the ashes from view and reliquaries that highlight the presence
of the body by showing its fragments are very rare. When bodies of holy people are
shown, they are more often shown as the incorruptible body, bodies that have not broken
down and will not break down, due to divine intervention. Indeed, the reason these
fragments do not strike fear into their viewers is because of the incorruptible nature of the
body that is presented.
At this stage, it seems appropriate to ask why bodily integrity matters and
fragmentation disturbs? The fragment, as seen in Chapter Two, need not necessarily
strike fear into the viewer, as there is the potential for them to imaginarily project some
fragments into more beautiful wholes. As Merleau-Ponty argues, “The outline of my
body is a frontier which ordinary spatial relations do not cross. This is because its parts
are inter-related in a peculiar way: they are not spread out side by side, but enveloped in
each other.”174The body is connected to the experience of the world, but when seeing
bodies we experience them differently than other objects because we see oürselves in
them as surrogates. The fragmented body makes one more aware of one’s own body, “the
“cut” body parts potentially generate a sense of the body as something real, but also
finite, and vulnerable.”175
I have already discussed how fragments are part of the larger discourse of
Holocaust museums and art, as well as how they suggest the idea of violent death through
the physical presence of body parts, all of which leads me to ask what is the particular

174 Maurice Merleaus-Ponty, Phenomenology o f Perception, trans Routledge and Kegan Paul, (New York:
Routledge Classics, 2002), 112.
175 Karla Oeler, A Grammar o f Murder, 13.

relationship between the disabled bodies in the Grabungsblock and the notion of
disability and the fragment? As seen in the previous chapters, the notion of the fragment
has particular relationship to the disabled body that can be perceived as less than whole.
The bodies that are being viewed in the Grabungsblock are represented as disabled. At
least, this seems to be what is situationally suggested through the set up of Hartheim.
Some of the objects in the Grabungsblock are associated with Christians: there are traces
of rosaries and religious icons. Given the close association between Jews and the
Holocaust, the presence of these Christian objects triggers associations with other
persecuted groups such as the disabled. Similar dynamics occur at another monument to
victims of the National Socialist Eugenics program in Salzburg, Austria that also
incorporates the ashes of the victims (fig. 28).

Figure 28. Euthanasia Memorial in Salzburg. Across the the street from Mirabell Palace,
in a park off Rainerstraße, Salzburg, Austria. Photograph on http://www.oeh-salzburg.at
/cms/politik-die- wirkt/news/detailansicht/?tx_ttnews%5Btt_news %5D=18&c H
ash=033b290029b00d7602b18043668ed71c
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In this monument there are no artefacts, just layers of earth surrounding a layer of
ash with a large empty space at the top of the monument. A couple of meters away and
very close to the ground there is a small prismatic stone which is engraved “In memory of
the over 250 victims of the euthanasia operation in Salzburg 1 9 4 1 On the monument
there are two dates, 1941 and 1991, this limited text and simple inscription was, at least
in part, a result of disagreements over how to commemorate the events. It took four years
of controversy before the monument was created finally in 1991. Originally the
suggested location was the regional mental hospital that had housed many of the patients,
but concern was expressed that fear and terror might be brought home to the patients and
their families if they were reminded of such events.

In the end after much negotiation,

the selected location was to be public and central, protected from vandals, but not too
close to the original site as to be frightening. (One suspects the fear might have been
more on the part of the doctors and administrators, rather than the patients and families,
as the former did most of the complaining.) The explanation of why the particular form
\

was agreed upon speaks to my larger argument. In June 1991 the decision was made in
the design competition to make the selection by jury. In the end, the jury received 91
submissions. The winner of the competition was Otto Saxinger, at the time a student at
the University of Art and Industrial Design in Linz.

His proposal was seen as an

aesthetic reaction, which in its simplicity and reduction of forms was thought able to
make a complex subject transparent. The artist roughly described his work as a1768

176 “ZUM GEDENKEN AN DIE ÜBER 250 OPFER DER NS-EUTHANASIEAKTION IN SALZBURG
1941.”
177 Brigitte Kepplinger et al., Tötungsanstalt Hartheim, 567.
178 http://www.otto-saxinger.at/kont-info_ku.html
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rectangular stele divided three ways: a granite plinth on which a glass body is placed,
with the glass having two parts, the lower part being ash and the top remaining
transparent. Ash was used as it seemed unbiased. Saxinger also felt that viewer could see
ash as sign of impermanence and as a cautionary reminder of the death of innocent and
helpless victims to the tyranny of the Third Reich.
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As mentioned earlier, Holocaust art is full of allusions to ghosts and fragments.
This is the case in the famous Monument against Fascism ‘Mahnmal gegen Faschismus’
in Hamburg-Harburg, Germany 1986 -1991 by Jochen Gerz and Esther Shalev-Gerz, on
which citizens could write their thoughts on a soft lead surface while the monument was
being hammered into the ground —the writing becoming the fragments that slowly
disappeared into the ground. So too the memorial sculpture at Dachau by Nandor Glid,
dedicated in 1968, has twisted bodies that also look like barbed wire, not to mention the
piles of shoes or other objects often on display at Holocaust museums such as the one at
the United States Holocaust Memorial Museum.
There are other monuments to victims of eugenic programs, but I liave not come
across any that use the physical body and the fragment of the body so literally as the
Grabungsblock. Indeed, as these monuments suggest, perhaps the notion of disability is
so tied up with the body that the most powerful metaphor to show the disabled body is
parts of the body itself. Nevertheless, such works certainly challenge the notions of the
body.179

179Brigitte Kepplinger et al, Totungsanstalt Hartheim, 574.
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Conclusion: What’s Next and Summary
Throughout this thesis I have discussed how the fragment is used as a metaphor
for understanding the disabled body in monuments. My argument has had to assume,
because there is no experimental proof, that the reader knows personally the experience
of fear, dread, or revulsion produced by viewing a visibly deformed or disabled body, a
body fragmented, to use the metaphor. I have argued that this reaction is objectively real
and grounded in the human psyche, so, as mentioned in the introduction, it is
unsurprising to find it arising in other fields. When two diverse disciplines, starting from
different places, turn up the same reaction, it gives confidence that the reaction has a
reality independent of the observers. I found it interesting, therefore, that in 1970,
Masahiro Mori, a Robotics pioneer in Japan, proposed a theory of the Uncanny Valley
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to warn of this very reaction in the early efforts to make robots more human-like in form
and in movement. His title refers to a graph that tracks the rise in “likeability” or empathy
that observers feel as the robot’s appearance closes in on human form, up to certain point,
\

and then abruptly plunges into revulsion and fear when the robot becomes at once too
human but not human enough to fool the eye. As the engineer improves the human-like
appearance, or feel or movement, and brings it so close as to fool the eye or senses of the
observer, the graph’s line of likeability rises again. Mori exhorts robotic engineers to aim
for the first peak so as to avoid the Uncanny Valley on their way to the second.180

180 Masahiro Mori, “Bukimi no tami [The Uncanny Valley]” trans. Kari F Mac Dorman and Takashi
Minato, Energy 7(1970), 33-5.
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The similarity to the fragment in art and monuments is striking. If the fragment
appears that it might represent a person or a human body part, but is not human enough, it
is repulsive.
Movement appears to amplify the Uncanny Valley effect. Mori used the examples
of prosthetic hands as an example. He points that a hand that looks passable at a glance
[in contrived circumstances], becomes revolting when recognized as not human. This
effect was amplified when a person shakes the hand and realizes that the tactile sense is
clearly wrong: it does not appear warm and does not move in the right way. In this thesis
I looked at how the visual illusion of movement allows the monumental body to escape
fragmentation, but if the body is perceived as too fragmented in the first place, illusion of
movement could well heighten the fear associated with the fragment.
As this thesis looks at artistic representation of monumental form it is appropriate
to look at the wider ways that disability has been understood in visual culture. In the
seconded chapter I suggested that the disabled body was always coded as evil, and the
beautiful as good in art and society. Though this paradigm is undeniably trite in certain
contexts - villains in children’s literature, for example - disability is more generally
coded for the other, at least in photography where “disabled people are represented, but
almost exclusively as symbols of'otherness' placed within equations which have no
engagement to them and which take their non-integration as a natural by-product of their
impairment.”

Many books and articles have looked into the representations of

disability. A ground breaking work was the 1987 book, Images o f the Disabled/18

181 David Hevey, The Creatures Time Forgot: Photography and Disability Imagery (New Y ork:
Routledge, 1992), 54.
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Disabling Images, edited by Alan Gartner and Tom Joe, which emerged from a
conference by the same name around 1982.

The book examines examples of popular

literature, film and other visual media. The authors assert that disability is a created label.
This work is the first that looked at images of the disabled in popular culture. They show
that the visual images create a meaning, which they find in many of the classic works
they review, whereby the reader is informed that the message of such visual images is
that disabled people are either helpless and should be pitied, or fearful and should be
isolated.
In his 2010 book, Disablity Aesthetics, Tobin Siebers looks at the visual
representation of disability in a different vein. He suggests that although disability has
apparently been excluded from art, disability has “a rich but hidden role in the history of
art.”

His view is “that disability is rarely recognized as such, even though it often

serves as the very factor that establishes works as superior examples of aesthetic
beauty.”18213184 His thesis is that disability has come to be an aesthetic unto itself, and he
coins the term ‘disability aesthetics.’ Disability, he argues, has been embraced as a
whole aesthetic, where the body is engaged explicitly to critique the assumptions of the
healthy body and idealist aesthetics. He posits it as a movement that started in the modem
period, which can be seen in contemporary art today, such as the trend of art vandalism.
He claims that disability aesthetics uses the body as something that is “broken, and yet it
is not less beautiful, but more so, as a result.”185 Again we see the ties to the idea of less

182 Alan Gartner and Tom Joe [ed.], Images o f the Disabled, Disabling Images (New York: Praeger, 1987).
183 Siebers, Disability Aesthetics, 4.
184 Siebers, Disability Aesthetics, 4.
185 Siebers, Disability Aesthetics, 3.
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than whole as part of the disability, but something that can be beautiful. Siebers states
that the “acceptance of disability enriches and complicates materialist notions of the
aesthetic, while the rejection of disability limits definitions of artistic ideas and
objects.”186
This notion of disability, on its own, as beauty, despite its fragmented nature, is
interesting, but it ignores the circularity of the logic. It attributes as root cause what is
more likely an effect. It makes the disabled body the impetus for the development of the
metaphor of the fragmented or “broken” bodies, whereas, we have seen that the fragment
has other, more likely roots. Most of the examples in Disability Aesthetics are of works
that when originally created a sense of fear, dread or revulsion, although they are on the
edge of what was then contemporary. In this, again, one sees that the fragment strikes a
primal fear. It is less clear that the emotional chord is made to ring by the disability alone.
Can the fragment by itself be the essence of beauty? Perhaps, but most certainly the
fragment can mark an aesthetic choice. I have argued that the fragment appears in step
with the appearance or perception of disability, and when represented visually in
monumental form the degree or presence of fragmentation is negotiable by the artist. One
simple transaction is the choice of the apparent action of the body in question.
Not all monuments of the disabled express the metaphor of the fragment as their
final state. As I noted in Chapter One, in the memorials to Terry Fox the fragmenting
effect of disability stems from the loss of his leg, but, with the artificial leg, Fox was able
to run. For those who saw him run in life or on television news or video replays, one saw
that his run-hop not only altered the way his body moved, it was common for his stump

186

Siebers, Disability Aesthetics, 3.

93

to bleed. Yet, from the first monument of Fox at Thunder Bay, he was portrayed in
active, determined motion, and this finesses the fragmentation of his disability and he is
perceived as made whole.
While Fox’s monuments led to a process of eventual wholeness, Allison Lapper
Pregnant alludes so strongly to the fragment it turns the monument into an anti
monument and calls our attention to the question of what body is presentable in public
space. Here, complex associations of wholeness, fragmentation, and leakages come into
play, never resting in a final identity. More than her limbless disability is at stake in
relation to the pregnant body: there is also her beauty, her nudity, and whether her foetus
will be limbless as well, all combined in the body on display, and the interplay of the
social and the political issues charges the space.
In the Grabungsblock at Hartheim Castle, the body as a marker of identity of
disability has been literally turned into pieces. The viewer first puzzles out that these are
ashes of humans. After that is achieved, in quick succession, the viewer recalls that they
were disabled, and comes to the shocking realization of their violent death. Like the other
monuments to the Holocaust the fragment is used to suggest the impossibility of ever
understanding the experience. The fragment is all that can remain, and it is the literal
pieces of the murdered disabled.
The perceived fragmentation can be accompanied with the fear, as is one
undoubted emotional response to the Grabungsblock. This arises either from the
actualization of leakages, where bodies are found in places that they should not be, or the
recognition that bodies that are in pieces have had most grievous damage done to them.
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Yet in general, the body fragmented need not be associated with negative
emotions, such as revulsion and fear, but can be associated with beauty through the
possibility of becoming whole, and in this hopeful possibility the fragment is not
negative. On this point, that the fragment itself may be beautiful, I look again at Siebers’,
Disability Aesthetics, and also Nochlin’s, The Body in Pieces, because both support this
argument. Nochlin referred to the “fragment as a positive rather than a negative
trope."

I observe, though, that this beauty is not of the comforting familiar sort, but of

the thought-provoking sort.
Though the fragment may be seen as beautiful, it is interesting to note that while
the monument to Terry Fox projects a clear heroism (indeed, loyal Canadian that I am, I
agree that his deeds clearly were), Alison Lapper Pregnant was seen as definitely not
heroic. This lack of heroism was articulated, not as only a personal affront to Lapper
(though claimed primarily against the artistic integrity of the work), but as a social or
political or cultural problem when a monument does not radiate heroism from its form.
The problem with that statement of the problem is that Allison Lapper Pregnant was
designed to question monumentality. It was meant to allow an “abnormal” body to be
displayed publicly. There has not yet been a monument that embraces the fragment and
projects heroic form. A design of such a sculpture is a worthy project. No monument
presently exists that depicts such a person. The present belief appears to be that a
monument’s depiction of a contained body is necessary to enable a heroic sense to be
emanated, and the fragment unavoidably disrupts this and thus is avoided. Is this a fixed

187 Linda Nochlin, The Body in Pieces: the Fragment as a Metaphor o f Modernity (New York: Thames and
Hudson, 1995), 8.
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and immutable result of the human psyche or is it a result of timidity of design, of
homage to received wisdom of monumental art?
We see that there is no exclusive set up for a monument of a disabled body, but
the way that the disabled body is viewed is nevertheless constrained. To be disabled is to
be marked apart, and this comes about, as I have argiied, in that the boundaries of the
body are undetermined and continually in flux between too much whole, too corporal,
and not enough body, a fragment. We saw that, in this view, the disabled body, no less
than the “able” or normal body, is always up for negotiation in the culture. I argue that it
has no predetermined state. In the present state of affairs, a monumental body can appear
to move from fragment to whole, and be fixed in one of those states, or be in constant
oscillation. Are those the choices for all times?

\
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